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Foreword

Avi Ganor has engaged in photography since 1975. He was among the first Israeli artists 

to present a solo exhibition at the Tel Aviv Museum of Art (1985). From the outset of his 

artistic career, Ganor has addressed the theoretical aspects of the medium, exploring 

the relationship between image and text, while studying the authority and validity of 

the written word versus those of the photographic image.

In recent years these investigations have taken a fundamental turn due to the 

fascinating encounter created by Ganor between the concept of “reality” and the 

concept of “trauma,” which evades apt representation, whether verbal or visual, and 

their integration, via personal, documentary photography, into a new concept—

RealityTrauma. Ganor’s poetic approach and his humanistic stance are present in the 

works as an essential, unique element, enabling fresh confrontation of horror in the 

face of the unfamiliar and non-representable, as well as original observation, from a 

skeptical vantage point, at our ability to grasp the absolute.

We congratulate Avi Ganor for this topical, moving exhibition. Heartfelt thanks to 

Nili Goren, the curator of the exhibition. Thanks to Mati Shemoelof for his thought-

provoking essay in the catalogue. Thanks to Shlomit Dov, the catalogue designer, for 

her attentive creative work; to Daria Kassovsky for editing and translating the texts; to 

Tamar Fox and Sigal Adler, the English and Hebrew editors. Thanks to all members of 

the Museum staff from the different departments who contributed to the production 

of the exhibition.

Prof. Mordechai Omer

Director and Chief Curator
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Alienated Past and Alienated Present: 
On the Engagement with Nightmarish Light

The exhibition “RealityTrauma” is centered—conceptually, cyclically, and concretely—

on two notions: reality and trauma, which emerge connected like Siamese twins. 

In order to trace their meaning, one must first perform an initial (painful) surgical 

separation. The dissociation of the conjoined bodies will be performed in theory, only 

to reveal that we move in a concentric circle around the work, which, concurrently, 

moves in a concentric circle around us. For, in actuality there are not really two poles 

between reality and trauma, but rather constant movement between the gaze turned 

at the work and the undecipherable work, like the symptom which ties the two 

together to generate meaning.

Etymologically, the word “trauma” comes from the Greek word for wound, τραűμα. 

(In medicine, the function of Trauma Department is embodied by the immediacy of the 

treatment required by the patients). One of the major features of trauma is its inherent 

latency or belatedness—the inability of the trauma victim to grasp and assimilate the 

traumatic experience in real time. Therefore, the traumatic event continues to haunt the 

victim and recur in his dreams or in his daily life. Freud uses the “traumatic experience” 

in his early endeavors to define the rudiments of psychoanalysis: “The therapist’s role is 

thus to help the patient restore the original experience (‘the traumatic experience’) in 

his memory, whereafter the symptom, which functions as a substitute, is expected to 

disappear. This process of reconstruction, however, is all but simple, since the same forces 

which worked to make the experience or the painful memory be forgotten from the 

very outset, continue to stand guard and thwart any attempt to reintroduce the denied 

content to consciousness. Thus, due to the operation of these ‘resistance mechanisms,’ 

the therapist cannot simply ask the patient: ‘Please tell me exactly what happened and 

how,’ but rather, like an expert detective, he must employ various indirect methods to 

restore the fragments of information which have escaped the patient’s memory.”1 The 

project of psychoanalysis thus holds a theological dimension of confession as well as 

a hermeneutical sense of stitching and reconstructing the text while unraveling it. The 

sharp transition from the modernist concept of the progressive era to the postmodern 

concept which criticizes the narrative and the redemptive option lies in Slavoj Žižek’s 

reply to Freud. The Slovenian philosopher reverses the goal of psychoanalysis, only to 

replace the text’s confession with a reconstruction of its context: “[T]he ultimate goal 

of psychoanalysis is not the confessionary pacification/gentrification of the trauma, 

but the acceptance of the very fact that our lives involve a traumatic kernel beyond 

redemption, that there is a dimension of our being which forever resists redemption—

deliverance.”2 The question thus arises, does “RealityTrauma” set out to introduce the 

trauma as a possibility of dubbing the text (solving its riddle or enabling us to live with 

the secret, hidden trauma (furnishing the un-solved riddle with a relevant context)?

The term “reality” comes to photography from several different directions. It may 

be viewed as an outcome of photography’s constitution within realism: “The view that 

the world has real, autonomous existence and does not depend on our convictions 

and concepts.”3 In this view, the works in “RealityTrauma” enjoy an autonomy, 

whereas the trauma acquires a meta-textual, intra-photographic context which will 

be discussed below. Another way to conceptualize “reality” is as that which makes 

for reflexivity. “Reality,” as a television entertainment genre, enables us to observe 

reality as it is captured in a confined space before the lenses of multiple cameras. We 

observe “ourselves” being observed without knowing who is watching us and why we 

require that surveillance. One may contemplate surveillance through the model of the 

“Martians” introduced by Roland Barthes in Mythologies, maintaining that “[T]he Double 

is a Judge. […] The judge is born in the same site where the executioner threatens.”4 

We observe our surveillance through the double participating in the reality; the game 

liberates us from the intimidating direct gaze. The structure of the “reality” calls to mind 

the Panopticon, an architectural apparatus contrived by philosopher Jeremy Bentham 

(1748–1832) as a disciplining and organization device: a prison space where each 

inmate can be seen by the wardens at all times, but no prisoner can ever see another 

prisoner or the source of surveillance. According to Michel Foucault, this model offers 

a key metaphor for modern disciplinary power based on isolation, individuation, 

and surveillance, whereby the individual must behave as if he were under constant 

scrutiny, even if this is not the case. Thus, this structure of spatial organization requires 

a very specific structure of power relations and behavioral restriction.5 We play the 

symptomatic surveillance game, namely “reality,” in order to indicate the way in which 

we are being scrutinized. It is a basic structure of meaning, one of whose expressions 

is its becoming transparent to us.6 Does Avi Ganor’s work transform the trauma into a 

type of “reality,” hence transparent and placeless?

Hagi Kenaan regards the expansion from within “reality” as a necessary condition 

for an orientation toward something else: “At the same time, this totalitarian structure is 

not total as it presents itself to our mind or imagination. When one finds an apt viewing 

angle—and it is no trivial matter to find such an angle—the concrete emergence of the 

frontal, the flat, surrenders cracks and loopholes, revealing that it is rife with disruptions 

and points of discontinuity. The concrete acquaintance with these apertures, which 

usually remain invisible—despite, or perhaps precisely because, they are located before 

our very eyes—is a necessary condition for reopening the question of orientation 

toward that which emerges. Can something else be seen through them?”7

“Reality” and “trauma” become connected, like Siamese twins. We were born into 

modernism, and therefore we believe that complex reality may be interpreted and thus 

elucidate the meaning of trauma. Growing up into the postmodern era makes it clear to 

us that the trauma is far more complex, and the demand for reality cannot be examined 

through the disappearance of shame (the ostensibly ultra-exposed cyberspace) nor 

through its voicing (the celebration of creating the “self” in the past three centuries 

and the disappearance of the collective consciousness of the Sovereign). It is precisely 

in an era in which the great secrets surface that we learn, dialectically, that the latent is 

greater than the visible.

Mati Shemoelof

1. Pinchas Noy, Freud and 

Psychoanalysis (Tel Aviv: Modan, 

2008), p. 20 [Hebrew].

2. Slavoj Žižek, The Fragile 

Absolute – or, why is the Christian 

legacy worth fighting for? 

(New York: Verso, 2001), p. 98.

3. Abraham Even Shoshan (ed.), 

Even Shoshan Concise Hebrew 

Dictionary (Tel Aviv: Hamilon 

Hachadash, 2004), p. 891 [Hebrew].

4. Roland Barthes, The Eiffel 

Tower and Other Mythologies, 

trans. Richard Howard (Berkeley: 

University of California Press, 1997), 

pp. 28–29.

5. Sara Mills, Michel Foucault 

(London and New York: Routledge, 

2003).

6. Hagi Kenaan, Emmanuel Levinas: 

Ethics as an Optics (Tel Aviv: 

Hakibbutz Hameuchad, 2008), 

 p. 22 [Hebrew].

7. Ibid., pp. 22–23.
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hold in the water; it lies above it, reflecting and circumscribing it like a contour and a 

circumferential line. The nightmarish light in Ganor’s work fuses the light of formlessness 

emerging from the hermeneutical rift, and pointing, like the tip of a giant iceberg, at a 

deeper secret, on the one hand, and at the Spirit of God (above), which reflects the face 

of the deep, on the other. The Spirit of God with a formless face cannot be examined 

without this aforesaid dialogical gaze. The “descent” is an “ascent” furnishing us with 

understanding of the depths of human existence in the 21st century. The descent for 

the sake of ascent is also an aesthetic Hasidic ethics expressing the hybrid mixture of 

order and chaos.8

I. A Voyage to the Heart of the RealityTrauma Parking Lot

As in any comedy, we begin the journey into Ganor’s heart of darkness with a love 

story (Rescuing of an Eyelash p. 166) of a couple, and in the background—a city being 

built under the command of a “Shimshon Zelig” crane, with the fortuity of this 

combination between Samson (Shimshon), the omnipotent hero, and Zelig, Woody 

Allen’s anonymous fictive character who may be found in every historical period—a 

combination which offers us a taste of the humor that will accompany all the works, 

laughter which is the flip side of the most menacing of all. Fright spawns humor, 

which is also the essence of the horror deconstructed into a smile. The damaged car 

offers a hint at the flaw in both the relationship and the unfinished city. It is Roland 

Barthes’s punctum9: the wound, the sentiment, and the passion arising from the 

viewed photograph to the spectator. The photographer leaves the photograph, and 

the work will soon be covered by consuming darkness. The somber atmosphere of 

the nightmarish light is the composition of the photograph which will accompany the 

works in diverse manners. The man removes an eyelash from the woman’s face in an 

intimate moment which enables observation and contact. This couplehood indicates 

a dialogical relationship. On the social level, the work assembles the scene in order to 

delve into the liberating and imprisoning trauma of thou-ness. On the individual level, 

we too are the outcome of an imaginary and a real relationship, whether partial or full. 

The contemplation of couplehood paves the way for us to its realization. But what will 

happen if the foundations of this construction are undermined? (In other words: what 

will happen to the photograph, to the viewer, after the death of the photographer? Why 

do we seek the photographer’s existence? Does the very search for the photographer 

embed the possibility of his elimination?)

Tango with a Crow p. 30 too offers an entry gate into Ganor’s Bakhtinian carnival. It is 

the couples’ dance performed before the crow, the celebration of life and the demand 

to remember death (memento mori). The crow is the omen of death lightly hovering in 

mid-air. The threat comes from below: the shadows that cover the dance floor, as well 

as the dark clouds gathering above. The carnival is a moment in which the symbols are 

rearranged, but we do not know what its ending holds.10

The threatening atmosphere continues in the photograph of a pair of women 

pushing prams reminiscent of shopping carts, with three silver-colored Mazda cars 

behind them and three bare baby’s legs in front (Independence Day p. 42).

With the built-up city in the background, we have two clues for reading the hints 

Trauma is a revolving door—the “real” object existing in itself. It calls into question 

the subjective sensory means supposed to construct the objective “reality” as a 

negotiation between countless perspectives. The ability to construct a “reality” is made 

possible only through the cracks, the secret apertures and discontinuities of trauma. 

Hence, we require trauma to construct a reality and do away with the overwhelming 

subjectivity underlying a dialogue with the other, and we require a definition of the 

contextual link in order to live in acceptance with the trauma.

Meta-artistically, photography itself is conscious of desistance. The photographs 

attest to the imminent depletion. The act of erasure and the inability to symbolize, 

signify or indicate, defy the senses which create a reality, rejecting the complete and 

total comprehension of the text. In the inability to shoot a whole work, we are comically 

exposed to machines which “generate” the artistic discourse of photography. At the 

same time, these dramatic elements conceal the dialogic nature of the private case 

captured by the camera.

The gaze in RealityTime is frightful, extracting a cathartic beauty in two contexts: 

i. the way in which we are reluctant yet drawn to comprehend the RealityTrauma in 

real time; ii. the manner in which we yearn to suspend and concurrently long for the 

RealityTrauma in retrospect.

The exhibition “RealityTrauma” uses the interpretation of these notions in English 

rather than in Hebrew in the spirit of Bertolt Brecht’s coinage Verfremdungseffekt (the 

effect of estrangement or alienation). It strives to defamiliarize these concepts (reality 

and trauma) and suspend their local, familiar interpretation. In each work, at the 

center of the photograph, it introduces its title, only to remind us that we are active 

spectators of a photograph, rather than its continuation, or that the photograph is 

our continuation. Brecht used on-stage captions in his plays to generate an alienating 

style. These projected captions and other theatrical devices created estrangement 

and alienation between the audience and the theatrical occurrence on stage, calling 

upon the spectator to activate his critical thought rather than yielding entirely to 

identification with the characters. In this, Brecht adapted the Marxist vision of a new 

world order to the stage. By the same token, Ganor too directs the viewer and does 

not place his critical gaze at the margins of the work. He is conscious of the forces 

threatening interpretation in the first-sight phase as well as in later phases. He wishes 

to suspend our identification with the works, so that we do not repress their meaning 

as part of the psychological defense mechanisms activated in relation to trauma in the 

different phases of its emergence. One of the Jewish sources echoed in the works (as a 

construction intended to reinstate the artistic axis with a diasporic context) is the well-

known Yiddish proverb: “Der mentsch tracht, un Gott lacht” (man thinks/plans and God 

laughs). The idea does not attempt to deprive the works of their critical dimension, yet 

it questions man’s ability to fully grasp his own situation. One of the reasons for this lies, 

as aforesaid, in the trauma and the forces cyclically guarding it.

Ever since the Biblical text was given to us, we have explored the binary structure 

at the core of reality: a dissociation between heaven and earth, and a contrast between 

chaos or formlessness and the Spirit of God: “In the beginning God created the heaven 

and the earth. And the earth was without form, and void; and darkness was upon the 

face of the deep. And the Spirit of God moved upon the face of the waters” (Genesis 1: 

1-3). Chaos has life as a figure, an entity with a face of the deep. The Spirit of God has no 

8. The Hebrew expression tohu 

va’vohu, denoting chaos, confusion 

or turmoil, evokes additional 

connotations. Tohu is also 

associated with wonder or awe 

(tehiya), as well as with abyss 

(tehom), whereas bohu also 

connotes staring or bewilderment 

(behiya). Coined together, they 

offer a rolling alliterative sound in 

the face of chaos.

9. The use of the terms “punctum” 

and “studium” in this essay is based 

on the interpretation by scholar 

Ruth Netzer, see: Ruth Netzer, 

“The Desire for the Body and the 

Authentic Self: Following Roland 

Barthes’s Soirees de Paris and 

Camera Lucida,” in the website of 

The New Israeli Jungian Society, 

http://www.israjung.co.il/netzer/

tshuka.htm.

10. For an elaboration on the concept 

of the carnival, see: Mikhail Bakhtin, 

“Rabelais and His World,” 

trans. Helene Iswolsky (Bloomington: 

Indiana University Press, 1984).

Tango with a Crow, Tel Aviv/Herzliya,

2006

Independence Day, Tel Aviv, 2009

Rescuing of an Eyelash, Tel Aviv, 2008
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of disruption (a carnival of consumption soon to transform into a carnivore of trash). 

First, the two palm trees are cut through the three Mazda cars. It is precisely the 

silvery cars arranged in a sacred trinity (later recurring in the flight of the three scary 

planes in Families), that are depicted in the center, while the trees lose their crowns. 

The women’s three legs (one is absorbed in motion, another pops from the pram) are 

accentuated vis-à-vis the tower rising from the head of one of these female figures. The 

phallocentric tower is higher than the three-legged women (like those new mythical 

creatures constructed and deconstructed in Ganor’s work, which will reappear in other 

photographs too: the dancing couples in Tango with a Crow, The Siamese Twins,  The 

Twin Firefighters, Birth of the Dinosaur, etc.). 

The women walk ahead like that gaze at modernity, at progress, which is primarily 

in a vertical range of time, but also in a lateral calibration of the development of 

knowledge. It is the future that hides in the prams. Spatial (masculine) mechanization 

positions itself as the creator and destroyer of mankind. The imagination of this parking 

lot is primarily parked as the individual’s fantasy on a parking lot: one tower, two 

women, two palm trees, three cars, and three legs. The overemphasis on the women 

and carriages, and the blurring of the setting indicate that the vertical and spatial clock 

has already begun to take the photograph out of focus, and that the time of those at its 

focal point is nearing its end. We do not know whether the future that lies in the prams 

will come to an end or be renewed through the emergence of a deus ex machina at 

the end of the grotesque. 

In Families p. 172 the threat reaches the parking lot, and the triangular sign which was 

somewhat vague a moment ago, becomes a clearer signified. Three airplanes are pitted 

against the three women. The interpellated man eggs them on.11 His appearance takes 

us back to the paradox underlying the impossible dual question. The path still extends 

in white before them, leaving room for hope, vis-à-vis the sky which scatters cyan gray 

and somberness. The women’s unawareness of the three planes is frightening, but also 

funny, as an “impossible” fact in the planning of petit bourgeoisie life in the rear. One 

more minute and the picture will dissolve, and life will move out of the picture, but 

where to?

Wardens Training p. 40 portrays a group of jailers from the Ramla Prison practicing 

with guns whose barrels are blocked with red plugs (like clowns with guns that cannot 

shoot). The space is the same parking lot, an infernal symbol that has replaced Eden. A 

“Build Your Own House” project in the background accounts for the unbuilt story of that 

threatening unit. The dialogue between the orderly group, as an unknown language, 

and the commander with the drooping lip calls to mind the dialogue between the three 

women and the man’s interpellation in Families. The forbidden line is found rather at the 

bottom of the work, like that red pavement of Ackerstein flagstones. The sky conveys a 

darkening air. It is a continuation of the forbidden and the trauma, undiggable under 

the asphalt. But the major drama is built on the unit protecting the self from raising the 

trauma into consciousness and its anonymous commander. Their implicit dialogue is 

also a chance to unravel the act; it is the gap between the commander and the unit. 

The unit has penetrated the parking lot, the front has infiltrated the rear, but this is a 

front neutralized of violence, somewhat ridiculous.

Cosmos p. 154 portrays a square blurred in whiteness with a sign bearing the logo 

“Cosmos” above it. Here we discern the moment before the transition from the urban 

space, a transition from the superego into the realm of the id. The cosmos, as the 

Lacanian Name-of-the-Father category: the laws and restrictions that control both 

one’s desire and the rules of communication. Here we deal with the name-of-the-father 

of the space that ironically echoes the possibility of a transcendental outer symbolic 

space or somehow nonprofit science. Capitalism borrows the Greek concept “cosmos” 

for its own needs. “Cosmos,” however, contains a non-appropriable theological and 

philosophical meaning. The square is already covered with a white mist which will 

remove its green, its asphalt, and its ordering symbolic purpose. We shall reveal the 

animal dwelling underground—and above ground—within us. But the journey to raze 

the square and its transformation into a molehill are bound to take their toll. (In part 

II of this essay I shall discuss the molehill through a reading of Mole p. 35. The odyssey 

from the capitalistic so-called modern cosmos to that of Greek theology will alienate 

the familiar.

II. A Tower Digging Deep into the Ground

In The Siamese Twins p. 34  we watch two youths stretch through a fence; in their 

movement they create dual pairs of children which generate a new type of man, 

somewhat like a Siamese social and biological creature with diagonal legs. Two more 

youngsters exercise on the right side, one creates a rectangle, and the other is a headless 

half-bodied alien. The geometry of the soul, which shifts reality into subjective levels, is 

narrated through the poles of the fence which have neither beginning nor end. (At this 

point we already lose all ability to grasp a skyline as in Independence Day and Families). 

We gaze beyond the forbidden. We are unable to tell whether this is the mythical 

menagerie of Ganor’s works in which the creatures are word symbols made of reality 

materials. Roland Barthes calls the rational observation emanating from the viewer 

onto the viewed photograph “studium.” Could this thread that extends between us and 

Ganor’s work be seen as uncanny (Freudian concept of an instance where something 

can be familiar, yet foreign at the same time resulting in feeling uncomfortably strange)? 

Is the work an alienated familiar? The entire work intrudes beyond the bars. But what 

are the geometrical features of the youngsters in relation to the space? In the absence 

of a heavenly skyline, the ground becomes a green sky of sorts. The comical reversal 

between heaven and earth, between man and a geometrical figure, reminds us of 

the infeasibility of Confucian salvation, which begins hierarchically from the Emperor 

downward. It is an alternative view of the values constituting the nature versus culture 

that leads into trauma. The gaze onto the ground is an observation of the end in order 

to generate a “beginning,” as noted in the book of Ecclesiastes (7:2): “It is better to go 

to the house of mourning, than to go to the house of feasting: for that is the end of all 

men; and the living will lay it to his heart.” A gaze toward death is a sublime thought 

since it is the house of mourning, the one which discerns the imminent apocalypse in 

human and social existence, that can cast life into our hearts. But the ground may also 

open and devour us, like those sinkholes that swallowed Korach and his company. How 

does one breathe under ground? Is the ground a border between life and death?

Almost p. 46 depicts a bent-over body in an urban rural space. The sky opens up in 

comparison to the previous work, The Siamese Twins, but in various hues of a gray eye 

of an impending storm. The human body reciprocates with a faceless gaze. Once again 

11. Interpellation, a notion 

developed by philosopher Louis 

Althusser, is a type of external call 

which structures us as disciplined 

subjects in space, e.g. a policeman 

who orders a civilian to stop, 

and the latter acknowledges the 

policeman’s authority and stops.

Cosmos, Kibbutz Ga‘ash, 2006

Wardens Training, Ramla, 2009

Families, Tel Aviv, 2008

Almost, Poleg Nature Reserve, 2006

The Siamese Twins, Poleg Nature 

Reserve, 2007



     ±π∑/±π∂

there is a flaw in reality, and again there is a threat popping up at the side of the work. 

Nevertheless, there is a road here, and we acknowledge the redemptive context of 

discussion of a separate realm of categories (rural-urban, earth-heaven, field-dirt road). 

The trauma does not show its face, yet we are forced to lay bare the space between 

trauma and the binarism underlying our constructions, to render it present. The body’s 

performance contains a quality of pregnancy, an inkling of the cocoon from which a 

context rather than an explanation will emerge.

The work Mole P. 35 contains the same dirt mound which signifies a mole-rat’s 

downward burrowing (“mole” is popular lingo, although one ought to note that there 

are no moles in Israel, only in Europe). The work is a major key to Ganor’s oeuvre. At 

the center we see the small hill rising against the planned agricultural space. The 

“mole” undermines the division between country and city. It descends in order to 

bring up and mark the residue, and digs deep in the space created in its absence. The 

material accumulating around the molehill is but a small sign of the extensive tunnel 

(resulting from the “mole’s” developed burrowing ability). The mole digs out fertile 

soil, subsequently infusing life inside. The mound calls the pyramids to mind, those 

monumental royal tombs which pointed upward in mystical order, while downward 

they constructed much longer, hidden tunnels to make for life after death. The reality 

as a breathing death of sorts.12 The tunnel is a type of grave of a living-dead since our 

subjectivity is unable to determine whether the “mole” below is breathing, dormant, 

or buried under its self-constructed edifice. The building downward is also accounted 

for by the existence of trauma. Trauma entrenches and protects itself from directly 

gazing into our eyes. It is faceless. Avi Ganor’s lens situates it at the center, actually as a 

buried tower; yet we are unable to gauge the spatial depth it occupies in the absence 

of concepts and categories regarding the digging activity underground. We must learn 

through the existence of its space, and find satisfactory contexts pertaining to the 

skyward aspiration of the downward construction. The same inexplicable performance 

of body parts found at the center of Almost and The Siamese Twins now acquires a 

key code: they are constructed downward, and their figure is only metonymical of 

that which occurs at the depths of the iceberg of memory. It is not accidental that the 

metaphorical sky is green, the grays are lost, and we can barely assume an imaginary 

skyline from one side of the frame to the other. Ganor places at the center of discussion 

the premise regarding the journey of mortals into the depths of the Divine earth. The 

sky is embedded in the gaze at the absence innate to the clods of earth. The land is to be 

torn, not the sky. The living reside within the earth like dead. The dead emerges within 

a performance of a Carnival featuring the dance of identity switching. But what is the 

price paid for undermining the “canny” and a transition into the “uncanny,” and what 

will happen at the end of the battle of forces reluctant to remove the mask? It is also a 

reflexive insider discussion of the art of photography on the ability to conceptualize the 

art of the flash, of comical dismissal of photography’s claim as a positivist text without 

understanding the conventions of context and the social construction inherent to the 

dialogue between the realms of the viewer, the work, and the photographer.

In Wingate Institute P. 156 we observe a man with a blower on a basketball court. 

We are already exposed to our previous knowledge of the reality burrowing (such as 

in Mole) into the intricate psychological structure of trauma. It is a Promethean mole-

world that exposes the inability of the senses to observe the trauma. The gate opens 

on the right side of the work. The bars which characterized our gaze at The Siamese 

Twins have been reversed, and lo—we are inside the court and the gate is wide open. 

But the shadows—specters, Lucifer’s cherubs made from the playful sport (putting the 

ball in the basket)—become gradually covered, and the photograph is literally about 

to burn, all the more so as the blower itself erases itself on the one hand, or cannot 

withstand the great fire, on the other. We may stay and try to figure out the space and 

the absence created under the (human) body on the court. It is a forbidden game, 

which one may leave, but still the gate of salvation is so far away.

In Local Forest p. 168 we observe morning mists alongside a tower in an Arcadia. 

The threat transpires in the figure of the aforementioned surveillance tower, without 

knowing who occupies it or why. Whether we transpire in the allowed or forbidden 

boundary of the gaze, we shall still remain under guard. In the absence of human 

body parts, the trees function in a performance of movement. Darkness gradually 

disappears, but the mists cover the ground like a double sky. They may give rise to the 

unknown, but also to the legendary. The impression makes the gaze at the ground and 

at the sky difficult. The duplication of the sky and the darkness standing like a villain 

in a melodrama on the right side of the work, make it difficult to generate a rational 

sensory subjectivity. The rural space (the height of the trees) surpasses the social 

control of the urban (tower). The dance of the trees produces the aforesaid imaginary 

mole’s hill-mound, which occupies their heart in its absence. It is the calm before the 

storm.

In Digging the Hole p. 38, the body of two workers (Palestinian? Migrant laborers?) at 

a construction site produces a new, inexplicable body. We are faced with a fusion of our 

knowledge from the previous works: on the one hand, the metonymical human body 

in the performance of a new creature unites with the mole’s burrow. The crow versus 

the carnival in Tango with a Crow and the man’s interpellation movement toward the 

women threatened by the airplanes in Families, join the construction worker hand’s 

call for help (while digging). To whom does the hand turn? To us? To God? To Ramat 

Hasharon in Ganor’s biography? Is it a threat directed at the work which is soon to be 

swept downward into unknown chasms? How did these organs arrive to the pit? Is 

it a grave, or will a different knowledge erupt from it and ooze upward? The shovel 

(spanning the entire techné—human knowledge, art, and invention) turned toward us 

at the bottom of Digging the Hole and the fence of forbidden horror on the left—both 

lead the temporal moment into catastrophe and apocalypse. The exposure, however, 

is also liberating, precisely because the aforesaid mole pit is surrounded by additional 

earthen pregnancies on the left. The worker’s hand’s cry for help, for action, is also a 

prayer for dialogue with God. In that dangerous and liberating dialogue we are unable 

to see the full face of God, and he too learns about our part through the stretching 

of the hand (a redeeming mouth, much like the blue sky eye which bursts forth and 

droops on the upper left side of the work). The worker’s bare bottom ridicules the 

sublimity and gravity associated with the theological act. And this combination 

reinstates the invitation to take a journey into the edge of the upper bottom of the 

unknown with the spirit of carnival.

12. Viewing reality is deadening, as 

Noam Yoran eloquently explains 

this relationship between the 

new medium and the spectator: 

“The celeb as an institution is 

not a specific personality. It is the 

relation between the spectator 

and television, involving the 

former’s humiliation. The celeb 

as an institution is the relation by 

which the spectator accepts the 

fact that real life is on television, 

namely, that his own life, in front 

of the television, is inferior. As 

maintained by Guy Debord in 

1967 in his book Society of the 

Spectacle—still one of the most 

important books for understating 

mass media: the spectator ‘the 

more he contemplates, the less he 

lives‘.”; Noam Yoran, “The Celeb 

is the Solid Reality, Reality is a 

Fleeting Phenomenon,”  The 

Seventh Eye, 5 January 2011, 

http://www.the7eye.org.il/

DailyColumn/Pages/050111_A_

wedding_with_Dudu_Aharon.

aspx#p2 [Hebrew].

Wingate Institute, Netanya, 2008
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Digging the Hole, Tel Aviv, 2009

Local Forest, Poleg Nature Reserve, 

2006

The Twin Firefighters, Petach Tikva, 

2009
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III. The Revival of the Catastrophe

In The Twin Firefighters, p. 47 two fire brigade cadets, resembling children dressed 

up as Lego characters, emerge momentarily following the reintroduction of trauma 

to reality. These “masqueraded” security forces surrender the paradoxical fact that the 

future lies with them (because they are the children), yet it is artificial (a childhood 

memory of a Lego readymade). Perhaps they arrive too late, and those who raised the 

trauma to consciousness had already “committed suicide” in the encounter with the 

truth. A rainbow is created on the right side of the work, rendered by the impossible 

combination of a water hose and a smoke hose. Is this covenant not to repeat the 

experience (the flood), and if so—a pact between whom? In the center, slightly to the 

left, is another mound which likewise mocks the ability to expose the mole (death) 

residing in the ground’s depths. The firefighter caught walking with face not fully 

revealed, looks almost like a mechanical Lego doll thrust into the polluted area, into 

the disaster zone, the apocalypse. Cast life buoys ostensibly endeavor to recount 

rescue attempts, and once again the question arises: between whom? The clear sky 

is duplicated in the black lake. The catastrophe materialized. The earthen path has 

become a path of turbid water. The Siamese twins, separated into firemen, traverse a 

scorched earth. The attempt to deal with the trauma has taken its toll, and perhaps this 

is only a first warning.

Fire Event and a Policewoman p. 44—a policewoman by a fire—calls to mind the 

forest expanses shrouded in mist featured in Local Forest. Here, however, the forest 

is seen after a fire (and perhaps the conflagration continues outside the frame). The 

sky is wholly white in an act of pacification. The policewoman walks on the road, her 

gaze fixed at the ground, mourning and searching—like Lot’s wife—for a way back 

to the moment before. The policewoman guards the order from observation and 

from concealment of the image of trauma that burnt and annihilated the soul in 

its destructive apparition. The policewoman belongs to the forces of discipline and 

supervision that destroyed the order during the carnivalesque act of unraveling the 

signification array. In the background on the right of Fire Event and a Policewoman 

we see a giant mound which laughs at the sight, showing us that we have not really 

explained and dubbed the trauma, and even if we had—there are still more mole holes 

hiding that are larger than men.

The gaze lingers on the policewoman’s leg as it moves forward, shifts weight in 

half-body (the same half that now possesses a head and a social role, as opposed to 

the one seen in a previous work, The Siamese Twins). Nevertheless, the figure’s face 

cannot be seen, and it is in motion. The road we have encountered at the parking 

lot (with the exercising security forces—Wardens Training—is the other side of the 

catastrophe. The two-dimensional partiality transformed into the policewoman. 

Whereas in the beginning, the dancers were unaware of the crow (Tango with a Crow) 

and the women were unaware of the three airplanes (Families), here the policewoman 

already regrets the new situation. It is precisely this transformation that protects from 

gazing at the trauma (we did not see the fire which destroyed and at the same time 

created a new space for the creation of new life). The policewoman enables us to 

lament the catastrophe with her. Progress’s desire for knowledge, wisdom (like the sign 

of couplehood in Rescuing of an Eyelash) has been and is being consumed. The desire 

is manifested by the (policewoman’s) leg, walking from one side of the work to the 

other—the sign of movement from the Middle Ages to Modernity, from Hell (right) to 

a medieval paradise (left). The one-dimensionally cut face, whose motion of mourning 

is nevertheless towards the ground, connects the policewoman to disillusionment. The 

road is no longer as ironic as it was in the parking lot. It is the link to reality in the sense 

of the afterlife. The policing forces of the “self” regime protect us from the trauma in 

both its development and its periodical recurrence.

This time we return to the starting point, but with a newly acquired experience. 

There is a measure of optimism in the fact that the double mists in the Arcadia of Local 

Forest have transformed, in this work, into a white sky and a white strip on the road; by 

now they have established themselves and have taken their place vis-à-vis the burnt 

void. The carnival that has ended reveals to us that the violence, which was always 

present in the works in the form of the crow (Tango with a Crow) and the airplanes 

(Families), has undergone a metamorphosis with the apparition of a human figure in 

policewoman uniform (as opposed to the firefighting children in The Twin Firefighters). 

The comic quality peeps at us with its devouring randomness while we are ignorant 

of the amount of danger involved in walking on the side of the road, whether the fire 

was indeed extinguished, or is, in fact, an act of despair and walking toward one’s end. 

The trauma is not unraveled and the context is not created; we imagine the additional 

sequence of the leg that froze. Perhaps if we were to rearrange the popular Yiddish 

maxim, we would find that “when man laughs, God thinks.” The theological meaning 

produced by this phrase links with the idea that “there is no early and late in the 

Torah.”13 According to this reading, we require horror to generate humor, and humor 

to trace the horror. We move in the circle of this arousing-intimidating combination 

around the act of masquerading as a supervising superintendent (a policewoman with 

a monopoly over violence, who protects the observation of trauma) and the human 

body revealed in the gaze underneath (the policewoman’s hair) hinting that these 

belong to the forces of creation.

 

13. “An eminent principle set by 

our Sages in the Midrashic sources 

is the anti-historical principle 

‘there is no early and late in the 

Torah.’ According to this exegetic 

rule, the entire canonical corpus, 

complete with all its 24 books, 

fuses into a unified cyclical entity 

whose paths are timeless and its 

components—revolving, making 

every possible and impossible 

encounter.” Shva Salhoov, “Ich bin 

nicht/ich bin: In den Fussstapfen 

Gemäldegruppe ‘Araber—Lila 

Schnurrbart,’ 2003-2005,” cat. Raffi 

Lavie: Gemälde 2003-2005 

(Tel Aviv and Berlin: Givon Art 

Gallery and Galerie Asperger, 

2005), p. 7 [Hebrew & German].

Fire Event and a Policewoman, 

Petach Tikva, 2009
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RealityTrauma: Cycles of Validity and Meaning

The visual field in the series “RealityTrauma” is organized around a concrete, clear 

and circular center. A square, a hill, a mound, a puddle, a pool, a horse, a hole in the 

ground, a cavity in a dinosaur. At times the circle’s axis unites with the photograph’s 

geometrical focal point, at times it is deflected away from it, being centered as a 

depleted core, devoid of details, engulfed by the visual occurrence, and therefore 

channeled thereto or, alternatively, scattered therefrom. On the narrative level, there 

is no plot, only episodes. There is no event, only occurrences. It is a stroll, rather than 

a journey; a flâneur’s journal documenting the familiar, yet restless and devoid of 

domestic comfort. Areas of erosion and vestiges, raw materials and the backdrop of 

a suburban dream, backyards of agricultural implements, dusty recreational zones—

all photographed with fascination and absolute, conscious control of the dosage and 

fine-tuning of pathos versus emptiness, in-between illusion and delusion.

Ganor fuses “reality” and “trauma” into a single concept, onto which they implode 

without carrying with them “post” and “pre,” “hyper” and “meta”; without indicating 

the victim and the guilty or cause and effect. The “RealityTrauma” cycle introduces a 

poetic reading, while employing theoretical organization which enables quantitative 

weighing of the perceived reality and the trauma as a point on an imaginary axis 

extending between the two notions. The degree of their collapse onto one another 

is determined at the moment of photography and in the picture. Ganor subverts the 

familiar notion of the decisive moment in photography, a move which links directly to 

his analytical photographic explorations since the mid-1970s, combining the two axes 

which were concurrently present in his work. One engaged, conceptually, with the 

construction of semantic meaning in the visual image and with image-text relations; 

the other addressed the poetic-allegorical aspect, as formulated in the canonical view 

of modernism in photography. Ganor consolidated his assertions and assumptions 

in the theoretical discourse in photographic works congruent with the difference 

between the various discourse types. The works which accompanied the conceptual 

discussion tended toward staged, lucid photography which pits the verbal language 

against the visual language, and is accompanied by texts and captions whose meaning 

is crucial to the philosophical-intellectual research. The works which accompanied 

Nili Goren the disciplinary discussion were inclined toward the documentary, personal as well 

as social, while exploring the necessary conditions for the creation of photography, 

experimenting with their disruption and exploring their stability vis-à-vis technical 

and thematic limitations and complexities. At a certain point conceptual questions 

infiltrated the disciplinary explorations, and the study of the signifying nature of a 

general visual language focused on the specific syntax typical of the photographic 

medium and its imperative and instructive abilities. “RealityTrauma” combines the 

rational, analytical, poetic, and allegorical into a stratified dialectic expression whose 

visual quality undermines the distinction between documentary and staged, between 

event time and photography time, between pathos on the one hand, and logical 

construction and emptying of meaning, on the other. The realization that ethos 

precedes all thought, whether prosaic or existential, and a recognition of the power of 

randomness and chance and the importance of personal experience—all these have 

been present as a major axis in Ganor’s work since his early mid-1970s explorations to 

the later strolls in the fields of RealityTrauma.

Ganor’s vantage point does not stem from a search for the truth, but from an 

attempt to extract authenticity by undermining the setting (like the preparation for 

pulling out an unruly tooth). Going out to wander requires great intention and internal 

organization for a state of reception and profound observation. Impossibility is a key 

experience in Kafka’s writing, concisely formulated in many of his short stories. This 

is also the basic experience vis-à-vis the gateway of the Law intended especially for 

us, yet guarded by the threatening doorkeepers (“Before the Law”). Likewise, the 

imperial message will never reach the subject dwelling far away, for the messenger will 

never get through the courtyards of the hall, the countless stairways, and the entire 

capital city (“An Imperial Message”). The Kafkaesque impossibility has no rationale. It is 

paradoxical and mysterious, yet convincing. “You want the impossible, while for me the 

possible is impossible,” Kafka wrote to Max Brod (on January 31, 1921).1

“My grandfather used to say: ‘Life is astoundingly short. To me, looking back over it, 

life seems so foreshortened that I scarcely understand, for instance, how a young man 

can decide to ride over to the next village without being afraid that—not to mention 

accidents—even the span of a normal happy life may fall far short of the time needed 

for such a journey’.”2

The concept “reality” is a construction made and experienced with cognitive tools. It 

indicates the existence of things as such (in themselves), and spans all beings, even if 

they are not perceived by any subject. Human thought has always been engaged in 

the interpretation of reality as a world of phenomena, and as part of the unique human 

perception. Trauma hinders cognitive analysis. It contains a certain excess which 

evades representation, leaving a void in consciousness from which horror arises. ”At 

the heart of the traumatic experience there is, as LaCapra put it, a ‘thing’—some excess 

which evades representation, leaving an empty lacuna in the system of consciousness. 

Hence, the trauma is the occurrence of a terrible event whose ‘terribleness’ cannot be 

represented by language or by other symbolical systems.”3 The prevalent inclination for 

a dichotomous view of the world results in the introduction of a positive space versus 

a negative space, and accordingly—the insight that excess generates a void, leaving 

1. Franz Kafka, Letters to Friends, 

Family, and Editors, trans. Richard 

and Clara Winston (New York: 

Schocken Books, 1977), p. 249.

2. Franz Kafka, “The Next Village” 

in The Metamorphosis, The Penal 

Colony, and Other Stories, 

trans.: Willa and Edwin Muir (New 

York: Schocken Books, 1975), p. 158.

3. Amos Goldberg, “Introduction,” 

in Dominick LaCapra, Writing 

History, Writing Trauma (Tel Aviv: 

Resling, 2006), p. 15 [Hebrew].



     ±π±/±π∞

an absence. The view eliminating polarity—from crater and mountain through pit and 

pile to hole and protuberance, much like the dual discussion of the essence of matter 

in the Theory of Relativity, the Uncertainty Principle, Gödel’s Theorem in mathematics, 

and other challenges to ancient concepts pertaining to basic ideas such as time, space, 

and consciousness—cognition grasps, but consciousness drops. One must climb 

the mountain, one may fall into the abyss. The Greek gods were placed on top of the 

Olympus, and the underworld (sheol) was lowered to oblivion (tehom ha-neshiya—

the Hebrew word tehom [abyss] was teamed with neshiya—forgetfulness and death, 

although the biblical source [Psalms 88: 12] mentions only “the land of forgetfulness”). 

In The City and a Turquoise Life Buoy (Tel Aviv, 2006) p. 164, the city towers like a mountain 

which one must ascend. A woman with a baby and a child climb barefooted on a 

rocky slope rising from the sea to the mountain (the city). The woman is fully clothed, 

holding the baby in her arms, and next to them the child in wet surf shorts, a swim 

ring around his waist. The gazes of all three (including that of the baby, the only one 

not barefooted, but rather in sandals, not stepping on the stones, but rather carried 

in arms) are directed at the ground, which likely hurts the feet treading upon it. They 

march carefully but determinedly toward the passage to the city. Within their shadow, 

on the ground, some of the stones glow with radiant sparkle. The crude materiality of 

the stones calls to mind hard clods, and the city’s towers appear like a two-dimensional 

cardboard backdrop. Extending across in the middle is a narrow strip of a worldly 

occurrence: people march, children ride bicycles, a family fans the barbecue flames—a 

Bakhtinian polyphony which disrupts the hierarchical order, blending together sea, 

sky, city, towers, and clods of earth.

“There are reasons for the vision of history—or at least modern and, even more, 

postmodern culture—as traumatic, especially as a symptomatic response to a felt 

implication in excess and disorientation which may have to be undergone or even 

acted out if one is to have an experiential or empathic basis for working it through.”4

Birth of the Dinosaur (Rishon Le’Zion, 2010) p. 54

A man’s naked upper body emerges from the vagina of a dinosaur statue’s slashed 

throat. The bionic arm of a modern crane, reminiscent in structure of the horrifying 

primordial reptiles, unloads a heavy burden next to a group of workers at the foot of the 

monumental sculpture. It is hard to tell whether the scene portrays birth, swallowing 

or vomiting, whether the worker climbed out from the lizard’s belly, or is he about to 

plunge into the huge cavity, into the mysteries of creatures that disappeared from 

the face of the earth more than sixty million years ago, and whose fossilized remains 

gave rise to scientific research, and mainly—to the industry of plastic toys, outdoor 

sculptures, and grand cinema and television productions. Teeming with gray activity, 

car traffic, construction materials, electricity poles, fences, iron stakes, and sweat, the 

setting locates the scene in-between Jurassic Park and wretched labor. 

”The belated temporality of trauma and the elusive nature of the shattering 

experience related to it render the distinction between structural and historical 

trauma problematic. The traumatizing events in historical trauma can be determined 

(for example, the events of the Shoah), while structural trauma (like absence) is not 

an event but an anxiety-producing condition of possibility related to the potential for 

historical traumatization. When structural trauma is reduced to, or figured as, an event, 

one has the genesis of myth wherein trauma is enacted in a story or narrative from 

which later traumas seem to derive (as in Freud’s primal crime or in the case of original 

sin attendant upon the Fall from Eden).”5 Structural trauma is a universal theoretical 

construction which identifies the structure of trauma with the human condition and 

the permanent existence of irrevocable absence and distortion. The historical trauma is 

a concrete event, a trauma experienced by certain people, which leads to very specific 

results. LaCapra criticizes the reductive tendency to identify the two. In this context, he 

directs most of his critique at Slavoj Žižek and his idealistic version, which reduces the 

phenomena to an inferior embodiment of essence. He regards historical traumas as an 

expression of the Lacanian “Real” which is a traumatic element built into human reality 

(hence his argument that the manifestation of the traumatic real as the individual’s 

castration anxiety may be seen in culture in different versions of concentration camps).6

Lacan’s “desire” is also defined by a lack, a gap between the appetite and the 

demand for recognition and love, a lack which motivates the subject to fulfill the desire 

in diverse ways; a vital power which sets the passion route of every subject in motion, 

but the desire remains forever gaped, and cannot be eliminated.

As a young man of 25, Ganor turned to explore the wide open soul from a rational 

scholarly stance. The points of departure for his work The Desire and Its Fulfillment 

(New York, 1975) pp. 64-66 were the concept of “free will” and the question whether desire 

may be satisfied via an existential decision outside thought. Ganor tied desire to free 

will, attempting to subordinate the Lacanian notion to a social-historical-institutional 

context, using the structure of a logical claim—a device striving to explore the behavior 

of individuals or phenomena from a specific field, as part of an experiment and with 

tools taken from another field. This system will recur and serve Ganor later on, to pit 

logical correctness against paradoxical ethics.

In the photographic experiment, the artist (the subject), who had always wanted 

(desire) to raise a French Citroen to the roof of the Empire State (New York State’s 

nickname) Building, conquers the peak. He fulfills his wish using his own powers (the 

miniature car in his pocket) as well as the means put at his disposal by the Empire 

(a relatively cheap elevator). In the space of desire and realization of the lack, the 

French car conquers the Empire. The artist has the proof for it, and it undermines the 

power sources of the dominator. Lacan’s desire is associated with creative subversion 

of authority. Jacques-Alain Miller ties this to Lacan’s assertion that it is easier to 

undermine an immediate, accessible authority. His subversive reading of Freud’s texts 

is made possible through his closeness to Lacan as his reader. Lacan praises creative 

subjectivity, which revives the power of symbols, makes for “negative transference,” 

and is required in order to generate the effect of subversion.7

Metaphorology: A Theory of Nonconceptuality

Toward the ending of “The Garden of Forking Paths,” the erudite sinologist, Stephen 

Albert, describes the power of metaphors for his foreign guest, Yu Tsun (who will 

shortly murder him, according to one of the time-lines of the story): “To eliminate a 

word completely, to refer to it by means of inept phrases and obvious paraphrases, 

is perhaps the best way of drawing attention to it.”8 At the end of the story, at the 

4. Dominick LaCapra, Writing 

History, Writing Trauma (Baltimore: 

Maryland: The Johns Hopkins UP, 

2001), pp. x-xi.

5. Ibid., pp. 81-82.

6. Ibid., p. 84.

7. Jacques-Alain Miller, “The Desire 

of Lacan,” trans. Jorge Jauregui, 

Lacanian Ink 13 (Fall 1998), 

pp. 39-59.

8. Jorge Luis Borges, Ficciones, 

trans. Alastair Reid, Anthony 

Kerrigan, et. al. (New York: Knopf, 

1993), p. 76.
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denouement of the mystery, it turns out how acute the power of metaphor was for his 

own fate. He is murdered by agent Yu Tsun, who found no other way to convey to his 

operators in Berlin that Albert was the name of the city to be attacked.

One of the ways to deal with the parallel existence of the conceptual and the 

literal (and subsequently with the horror) is the metaphor, a verbalized (visual) 

image. Johan Huizinga, who studied the nature of the symbolic act and its function 

in cultural systems, held that the use of images is not obvious. He warned against the 

“poetic failure” of a simplistic identification of representation with the represented, 

of signifiers with signifieds, maintaining that the humanities must be aware of the 

figurative nature of their language and to take care that the phantasm does not creep 

in along with the metaphor. While acknowledging that a thought cannot be expressed 

without metaphors and images, he regarded the “referential problem” (the relation of 

language to the extra-lingual reality) as insoluble. At the same time, he emphasized 

that words enable the appearance of things: “The obviously existent Kantian ‘Thing’ 

(das Ding) is imperceptible and ineffable; it is the absence which is non-representable-

in-its-self-’representation’… Language is always constructive. ‘Is not every attempt at 

psychological understanding, whether directed toward a person or a group, already 

morphology, the craving to grasp a form?’.”9

The series “Save as…” (1994) pp. 129-135 deals with the naïve power of a waning star and 

the relaxation from anxiety attributed to an unknown reality and an unknown future. 

The photographed setting simulates the surface of another planet, but the depicted 

figures (the crew members who took part in the production), the objects, and the 

actions performed by the “extraterrestrials” are all made of earthly substances by means 

of soldering and gluing, much like ethnographic tools. In a parody of science fiction 

movies and metallic productions of invasions from other planets, the current series 

preserves a measure of humanity and control over the dosage of the estrangement 

effect to a level which calls forth compassion rather than horror, echoing Isaac Asimov’s 

laws of robotics (i,Robot), whereby advanced technology is merely intended to promote 

humanity and the robot will not turn against its maker. Scratches and engravings from 

an external source, “400 mega scratches,” are grafted to the photograph, produced in 

a direct process—an aging process which renders the intervention in the creation of 

fiction present. The end result bears the inscription “save as…” which introduces the 

technical concept of computer sorting and cataloging to a renewed discussion of 

the human ability to organize and encapsulate knowledge. In the mid-1990s Ganor 

proposes a series which has the appearance of memory, of vestiges, of pictures which 

were scratched inside old boxes and faded to an odd coloration, like 1950s science 

fiction. This effect is heightened by the morbid coloration obtained in the series “Aging 

Technology” (1996) pp. 137-139 as a result of lo-tech treatment with acid and chemicals, 

mechanical means which damage the color data layers; since this is a simulated color 

within the photographic matter, however, the assumption is that it may also imitate that 

which had not existed. The fire burning the face stems from subtraction of color layers, thus 

forming an alchemical process. The tools are suitable for Frankenstein’s laboratory (without 

the horror), and the perception is congruent with Asimov’s ethics (minus the pathos).

Deporting the City (Tel Aviv, 2008) p. 160

A worker with a contraption on his back, reminiscent of spacemen from a science 

fiction series, pushes the city eastward, away from the sea; a no-man’s-land partitions 

between him and the city, a vacant lot, furrowed with the tracks of an ATV or some 

urban work vehicles. In the background there are several mounds of earth attesting, as 

with the mole, that something is transpiring underground as well. The time of the no-

man’s-land is limited, and the presence of the man with the blower enhances the doubt 

as to its lot. Will this piece of land be expropriated from the city in favor of a promenade, 

sea and recreation, or is it being prepared for the construction of yet another tower? 

The man, who belongs to the forces of the sea, to nature, to another place, fosters the 

margins of black and white exposed aggregate—gravel forced into concrete, of the 

type used to pave the seaside promenade. He wards off the sand, which ostensibly 

overflowed from the city through the no-man’s-land and invaded the margins, back to 

the city by means of the wind. In fact, it is beach sand which wandered to the city with 

the wind or was discharged from construction sites to which it had previously been 

transported by trucks. In the passage from the seashore (“as the sand which is upon 

the seashore,” a biblical expression denoting multiplicity; first uttered in this form to 

Abraham as a blessing for multiplying following the binding of Isaac, Genesis 22: 17) 

to the city (Tel Aviv, the city which grew from the sand dunes, where, not far from the 

plot appearing in the photograph, the raffling of land parcels, well remembered from 

Soskin’s photograph, took place), the status of the sand (khol, ���) changes from sacred 

to profane (khol, ���). Order is shuffled, the city is driven away from the sea, and its 

symbols indicate danger. A dark shadow falls on the tower in the background and on 

the office building on the left. The cars in the parking lot congregate to form a dense 

patch, and the low-lying houses in the neighborhood behind them are swallowed 

by clouds and dust into the white skies. An exposition for the end of the world, and 

perhaps a mere end-of-day routine, like stacking up reclining chairs on the beach or 

“wiping” the kitchen.

In Arthur C. Clarke’s story “History Lesson,”10 millennia after humanity had been 

annihilated, a research delegation of lizard-like aliens from Venus arrives at the ice-

covered planet Earth, whose goal is to decipher the ancient civilization. Among the 

artifacts that survived, the Venusians find a tin spool bearing a long sequence of 

thousands of tiny images. After cracking the technology, they create a screening device, 

and the delegation’s historian festively announces that they are finally about to discover 

what the members of this glorious race which populated planet Earth—whose wisdom 

was likely much higher than anything they, the aliens, may imagine—looked like. With 

awe they observe the two-legged figures moving frantically on screen, staring at their 

faces with the close-together eyes and mocking smile. The alien scientists view the 

experiences of life on the third planet with fascination and perplexity, surprised when 

the sequence of images ends, and the concluding image, closing to form a circle at the 

center of the screen, shows the face of the creature who was the focal point of most of 

the events. “The last scene of all was an expanded view of its face, obviously expressing 

some powerful emotion. But whether it was rage, grief, defiance, resignation or some 

other feeling could not be guessed. The picture vanished. For a moment some lettering 

appeared on the screen, then it was all over.”11 The researchers plan an in-depth study 

to draw all the information concealed in this testimony, but the secret of the marvelous 

civilization will remain unknown till the end of time. The film they watched was Mickey 

Mouse, yet failing to decipher the meaning of the caption “A Walt Disney Production” 
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14 [Hebrew]; see also: Johan 

Huizinga, Men and Ideas: History, 
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11. Ibid., p. 61.
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in the concluding frame, they will never know that they viewed a cartoon. “For the rest 

of time it would symbolize the human race.”

What did the Martian Say (Ramat Hasharon, 2009) p. 169

Two figures, covered from head to toe, stand at the edge of a green field observing 

work performed in a distant section of the field, an elliptical tribune glaring in the 

background. The figures are well covered; save one palm, there are no areas of their 

bodies left exposed (to the light? to the wind? to the gaze?), as if they were beekeepers, 

sappers, scientists in a bio-tech industry or in a nuclear reactor, astronauts, or perhaps, 

extra-terrestrials. One of the figures holds a device which calls to mind a sophisticated 

detector (of bombs? gold? underground movements messages from outer space? or, 

perhaps, it is simply a knife?), the metal disc in its rear part glows with a luster like 

a compact solar energy center. In the midst of this elusive décor, the tribunes in the 

background appear like a landing field suitable for an alien spaceship. The figures’ 

heads and their invisible gazes are momentarily raised from their work on the ground 

and directed at the giant landing pad, as if something were about to happen.

“’Perhaps universal history is the history of a few metaphors.’ This is how Jorge 

Luis Borges begins his short essay “Pascal’s Sphere” in the collection Other Inquisitions. 

Borges does not leave this dramatic assertion hanging; he backs it up with a modest 

attempt to demonstrate it with one chapter from that history. Pascal’s essay describes 

the incarnations of the sphere metaphor, which originated with the image of God, or 

the eternal entity, as a sphere, continued with the fateful transformation that occurred 

with the constitution of the new science, following which the entire universe was 

described as an eternal sphere ‘whose center is everywhere and whose circumference 

nowhere,’ as in Giordano Bruno’s well-known essay, and concluded with a description of 

Pascal’s existential experience, who, based on this metaphorical image of the universe 

as an eternal sphere, ‘compared our lives to those of shipwrecked men on a desert 

island’.”12

This is how Pini Ifergan begins his introduction to Hans Blumenberg’s book, 

subsequently elaborating on the latter’s approach, who—in contradistinction to 

Borges’s reflexive stance—strives to indicate the systematization innate to the 

metaphor, and to formulate a solid philosophical view based on intuition, which will 

account for man’s constant insistence on interpreting the metaphor itself just as well. 

He calls this view a “Theory of Nonconceptuality” (metaphorology).

It would appear that any attempt to encapsulate and sum up Borges’s already-

condensed writing is doomed to a Borgesian loop and a fussy, verbose interpretation 

like the one he sought to avoid in his writing, striving to deliver himself from the lingual 

excess of all texts. ”It is a laborious madness and an impoverishing one, the madness of 

composing vast books—setting out in five hundred pages an idea that can be perfectly 

related orally in five minutes. The better way to go about it is to pretend that those books 

already exist, and offer a summary, a commentary on them. […] A more reasonable, more 

inept, and more lazy man, I have chosen to write notes on imaginary books.”13

In their reductive manner, the works in “RealityTrauma” offer confrontation of the 

horror vis-à-vis the evasion of the notion of trauma from befitting instruction, whether 

verbal or visual. Beyond description, they strive to represent that which cannot be 

termed; to this end, they conduct a tortuous, complex dialogue with the medium 

and with the confrontation of other genres in it with questions of representation. The 

photographed situations appear peculiar, somewhat elusive. They contain paradoxes, 

and although they are rife with humor and very human, they convey a sense of 

disconcert and threat. Empathy for the human condition is not invoked in view of a 

potential threat or gestures of wretchedness; rather, it stems from the photographer’s 

respectful gaze, which observes the whole, yet without patronization, whether toward 

the human element or toward the place.

A Molehill is a Mountain Being-in-Itself

The molehill (Mole, Poleg Nature Reserve, 2007 p. 35) is shot from up close, with gaze 

lowered at the center of the composition. The depicted mound is not generic; it is 

one and it belongs to a single mole, thus emphasizing the singularity of the mole as 

an entity. Not different mounds for different moles, as described in the generalizing 

dictionary entry for “mole.” Thus, Ganor photographed the exploding watermelon 

(Watermelon on Jerusalem Stone, Ramat Hasharon, 1984 p. 82), and the “second generation” 

watermelon (a photograph of an earlier photograph he took, “Knife Check” of a 

Watermelon, 1990 p. 118), as part of a discussion of the singular versus the generic, the 

isolated image versus sequence and seriality. The molehill is shot from the proper 

direction and distance ensuring that the photographer’s shadow will not fall on it. 

The other elements in the composition carefully give way to it too. The footprints of a 

dog or some other small animal skirt the mound from the left; footprints and the track 

of car tires skirt it from the right. The thought, which is forthwith accompanied by a 

pleasant feeling, of stepping on the very center of the mound, is virtually inevitable, an 

experience which reconstructs the body movements and their careful direction right 

toward the hilltop, taking care not to slip down the slope and miss the momentum. A 

soft landing of the foot, while cracking the brittle clods of earth. If the shoes are not 

high enough, then at best some crumbs of dry soil will slip into the shoe, provided 

that the sock is not too short. From here the thoughts wander off, again accompanied 

by a perceptible experience of stepping in other substances: bare feet destroying a 

semi-wet castle in the sand on the seashore; tired feet in hiking boots sinking with 

heavy steps into yellow dunes; the painful touch of bare feet onto pricking stones, as 

the one conveyed by the photograph of the family climbing from the sea to the city 

(The City and a Turquoise Life Buoy, Tel Aviv, 2006 p. 164); or boggy walking, there, in the 

fields by the mole, on a muddy path after a torrential rain. But no foot has stepped 

on the mound in the photograph, at least not until the moment of photography. 

The decisive moment of the mound deliberately misses or suspends the “decisive 

moment,” as known from the history of photography: from Cartier-Bresson, Lartigue, 

and others, who froze a climax in photography whose continuation is anticipated 

along the temporal sequence (e.g. jumping from a height or skipping over a puddle). 

Here, the moment is crucial and decisive to the picture, to reality; it is a mere potential 

energy, accentuating the sharp ability of a visual image to convey in a few elements, or 

perhaps only through the whole mound, that whose description will entail mounds of 

words. The photograph leaves the options open concerning the plot (what happened 

before and after), options which are ostensibly irrelevant on the existential side of the 

medium, yet highly pertinent in literary terms (see I Almost Saw a Snake p. 141). From the 

outset of his artistic career, Ganor has variously addressed the advantage of reductivity 
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and immediacy of the photographic image, while enriching the exegetic potential as 

opposed to its reduction in verbal description.

The Tower of Babel: Fuck the Screw—Half a Worm in an Apple

In a 1975 series Ganor pitted a verbal language against a visual language, exploring the 

fluid validity and authority of the word as opposed to the absolute authoritativeness 

of the photographic image. In “photographed phrases,” with a syntax of 2-3 “linguistic” 

components and the structure of logical claims, verbal concepts, such as desire (as 

discussed on p. 190), action, obedience (to municipal instructions, for instance; see 

About Obedience and Internalization, San Francisco, 1975 pp. 68-69) were explored. In the 

transition between languages, a change occurs in the meaning of words in the works, 

in keeping with a clear visual guidance. This is true of the screw in the apple (The Apple 

and the Lost Worm, San Francisco, 1975 pp. 61-63), and the use of the popular anecdote of 

half a worm in an apple. The word “screw,” with its slangy overtones, describes the screw 

which in the photograph replaces the worm, encountering a half of which on the verge 

of the next bite of the apple may cause us to utter the synonym “fuck.” The pairs and 

triplets (“sentences”) presented in the series enable discussion of a development of 

affairs, of principles of order, continuum, and causality, and a contemplation of issues 

which may be exposed only through personal experience, without any clear goal or for 

the sake of some achievement other than the experience itself. A deliberate inclination 

develops here toward the “abuse” of language, which strives to be distinguishing and 

differentiating, yet becomes a prison of signs and a muddle a la the Tower of Babel, 

even emphasizing our being the subjects of language and of history.

The Generation of the Separation, the post-deluge generation associated with 

the Tower of Babel episode, was doomed to a jumble of tongues and to dispersion 

across the face of the earth (in the language of Genesis, this refers to the entire world, 

to the territory on earth, to the land created, according to the first verse, on the first 

day). In general culture, the story is used in contexts of communication between 

speakers of different languages. The “Babel fish” in Douglas Adams’s The Hitchhiker’s 

Guide to the Galaxy enables a person to understand the words of another, who speaks 

a different language; the translation software Babylon translates with a mouse click, 

and the message on the advertising poster for the film Babel throughout the world 

was encapsulated in the slogan “Listen.” Behind the winding, intricate plot, and in 

addition to the language differences, geographical distances, and entanglements in 

the style of a tragedy of errors, the film conveys the individual’s splendid isolation, even 

amongst those closest to him, and a harsh experience of alienation, of communication 

difficulties. In his “Des Tours de Babel” Derrida revisits the Genesis source in order to 

discuss fundamental questions of deconstruction, centered on the issue of translation 

and the complex affinities between the original source, and various interpretations 

and versions. In Kafka’s short story, “The City Coat of Arms,” the story of the Tower 

serves as an allegory for a competitive, quarrelsome society led to annihilation due 

to its stubborn, hollow adherence to senseless principles. Umberto Eco, in his essay 

“Languages in Paradise” (whose first version was delivered in April 1997, as part of a 

colloquium held in Jerusalem on the concept of Paradise in the three monotheistic 

religions), reviews, through ancient texts—the study of the history of language, 

Kabbalistic literature, and mainly Dante Alighieri’s travels—the myths which evolved 

around the first language, the language of Adam before the flood and before the 

Tower of Babel, and the reference to it as a “perfect language,” one which sustains the 

primordial, most direct, affinity between words/names and objects/nature of things.14

Yeshayahu Leibowitz deemed unity a destructive rather than an ideal situation. He 

maintained that the concept of the jumble of languages as a punishment for humanity’s 

sin (the Tower of Babel) originated in a superficial reading of the text. He held that 

the sin of the Generation of the Separation (renewed mankind after the flood) was 

neither the construction of the tower nor the city, but the aspiration to reach thereby 

“one language and several things,” a hegemony which expresses terrible conformism, 

a conceptual-ideological futility, centralism, or, in modern parlance—totalitarianism. 

In his mercies and benevolence toward mankind, God prevented this generalizing, 

dangerous uniformity, and created a humanity which contains differences, an 

ideological differentiation. People have to struggle for their different, diverse values 

and aspirations. (Indeed, the result is a human history well versed in crime, folly, and 

disaster, but at the same time, it is also the result of the struggle against crime and 

disaster, and herein lies its moral significance). Quoting Rabbi Akiva, Leibowitz stresses 

that in a world of perfect harmony, where all problems have been solved, there are no 

good deeds or bad deeds, there is no place for struggles and efforts, therefore there is 

no purpose in existence. Differentiation—differences and contrasts for which people 

fight—is the “purpose” in reality as well as reality’s ideological significance.15

The tendency challenging and causing the differentiating quality of language to fail 

was to appear in all of Ganor’s work since, proposing, as an interim conclusion, a stance 

of skepticism and modesty with regard to our ability to grasp, if only some traces of 

the absolute, a position which finds greater satisfaction in the pursuit of traces than in 

determining their origin or destination; a stance which prefers the symptoms of doubt, 

and asks perhaps instead of making a name and a tower that reaches the heavens; 

perhaps the word “perhaps” ought to be elevated to metaphysical status. Physicist Niels 

Bohr, who coined the concept of complementarity in quantum mechanics, asserted, 

perhaps somewhat humorously, that truth and clarity are complementary too.

A grove, which out of courtesy we call a forest, usually carries a European air with 

it, the mystery of fairy tales and memories from a Scouts summer camp. Local Forest 

(Poleg Nature Reserve, 2006) p. 168 features a magical yet deceptive sight. Cracks open 

in the romantic vista when the gaze is suspended, wandering slowly amid the details. 

A mass of dense, dark vegetation blocks the gaze on the right, above a shady path—

dark soil, a heavy shadow, or darkness. The entire vision is highly somber. Acidic light 

bursts forth on the horizon, staining arid sand hills and sparse treetops. A row of lean 

Eucalyptus trees towers, modestly or wearily, from dark grass interspersed with bald 

spots on which dry branches are concentrated, possibly hinting at what will be. A thin 

misty strip extends along the ground, dark clouds are in the sky; and in between them, 

between heaven and earth, a patch of light that falls on a distant hill, azure approaching 

as a hesitated promise amidst the clouds, and an aerial—to be on the safe side.

The principle of doubt opens up a cyclical axis, for the (infinite) possibilities, 

bifurcating and splitting from all (endless) points where doubt is possible, creating an 

endless loop, as masterfully described by Borges in his “Garden of Forking Paths” and 

many other stories, and as a fundamental element present in his writing on the whole. 

The erudite sinologist, who let his future murderer, Tsui Pen, into the Garden of Forking 
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Paths, tells him this in relation to one of the letters he found in the labyrinth (which he 

calls “a labyrinth of symbols” and “an invisible labyrinth of time”): ”Before I discovered 

this letter, I kept asking myself how a book could be infinite. I could not imagine any 

other than a cyclic volume, circular. A volume whose last page would be the same as 

the first and so have the possibility of continuing indefinitely. I recalled, too, the night 

in the middle of The Thousand and One Nights when Queen Scheherazade, through 

a magical mistake on the part of her copyist, started to tell the story of The Thousand 

and One Nights, with the risk of again arriving at the night upon which she will relate 

it, and thus on to infinity.”16

This cyclic, circular effect, in which times and spaces are swallowed within other 

times and spaces as a jumble of spaces, ripens in Ganor’s work in the recent series 

“RealityTrauma.” The cyclic option here does not stem from an analytic investigation 

or a comparison between linearity and spatial hyperbole; it is exposed in situ, in direct 

photography. It is as if the stance proposed by his work thirty years ago—the elevation 

of doubt to metaphysical status—once again reverberates from the field itself; from 

the physical space unfolding before the camera, with the myriad temporal axes 

intersecting and crossing the photograph space in different directions, disrupting the 

unity of plot and time, and nevertheless clearing a space, creating a place. Not a single, 

singular place, not THE glorious, well known place. A modest, pathos-free yet grand 

place, because it has plenty of space and many places.

New York—Street Photography (1977-1980) pp. 71-75

In this series, Ganor deconstructed the concept of “street photography” and explored 

its meanings beyond those derived from the use of “street” as a descriptive (“street 

photography” like “street kid”), or as indicative of the physical site (photography on 

the street). The photographs were taken while actively walking in the street, the 

photographer’s status being identical to that of the other participants in the “carnival” 

arena—the march in the New York street. The carnival a la Bakhtin is defined by the 

hackneyed everyday reality which it challenges, serving as its antithesis by opening 

its symbols up for renewed discussion. According to Bakhtin, the carnival is laden 

with ambivalent symbols which unite a polar duality of difference and disaster. Here 

the photographer is both observer and observed, both participant and inspector, but 

he is also the generator of an event. He uses the flash as a technical aid which rations 

times and dictates visibility, yet it is a source of light introduced into the scene by the 

photographer, thereby distorting the “image of reality,” the appearance of things as 

they are, the original lighting (whether daylight or street lights). The flash time is the 

time of the photograph whose contents derive from the synchronization of the flash 

and its intensity during the exposure; without seeking a curiosity, an anticipated 

scenario, or the need to document the occurrences. The field of action is a polyphonic 

space rife with voices and sights, and dynamics whose existence is structured, yet it is 

rendered a meaningful product only after photography’s measuring tools are applied 

to it. Photography generates the event and indicates the chances of its realization. 

Chance and fortuity become a photographed certainty.

Tango with a Crow (Tel Aviv/Herzliya, 2006) p. 30

The tango phantom, the danger threatening to transform the couples’ dance into a 

devil’s dance, does not lie in wait; rather, it charges from a low altitude. The crow, with 

fingered wings and talons folded into landing posture, makes a dramatic horizontal 

entrance, crossing the upright movement of the dancers and the diagonal shadows 

which gather on the vertical axis. With festive ritualism, the leg crossings of the dancing 

couples are adjusted, and the heel of the central couple is stuck exactly in the groove 

between the floor tiles, the picture’s axis of perfect symmetry. The rows of tiles and 

the elongated shadows congregate, like a Brunelleschian perspectival drawing, into a 

hidden vanishing point on the horizon, lower than the crow’s flight route, which will 

probably deviate from the symmetry axis and violate the regularity of the grid and the 

exact timing of the tango. The couples’ dance frantically merges with the prancing of 

the shadows on the checkers floor and the cloud counterpoint. A perfect set, festive 

décor, apt lighting, and coordinated steps, but there are no faces in this dance floor 

event. The only figures whose faces are discernible are scattered at the edges of the 

floor, their gazes either straying or lowered.

Uroboros: The Serpent Holding its Tail in its Mouth

Family exemplifies a concept which photography cannot convey on the same level 

of accuracy and validity as the word. Ramat Hasharon 1984. The photographic arena 

is the house and its immediate surroundings within a 100-meter radius. A modern 

Nikon pocket camera, automatic flash, automatic focus—”automatic digestion,” as 

Ganor calls it—as opposed to the state-of-the-art, heavy apparatus he operated at the 

time in his capacity as a professional photographer. Here, the limited physical space is 

documented by the limited tools of an amateur photographer. “The camera shoots by 

itself what is worthy of being photographed in order to describe the past in the future; 

it replaces what once was the family memory, the child’s ’spoken subject’” (Ganor 

following Lacan’s notion). Before one’s eyes, before the camera, the miracle of a nuclear 

family takes place. Tamara was already born. The private space changes both physically 

and mentally. The domestic sphere and the optical setting are supplemented with toys, 

fixtures, garden chairs. With a compact pocket camera, the miracle is documented as a 

commemorative site. The practice of photography is daily, taking part in existence. The 

familiar domestic moment becomes threatening and terrible. An outsider has invaded 

the domestic yard, an “other” who does not belong to the political discourse; one who 

is not the disadvantaged, underprivileged, the minority, or the victim. An “other” who 

is the repressed, the uncanny 

The Freudian uncanny originates in the violation and disruption of the familiar 

order to the extent that the distinction between animate and inanimate is blurred, 

and the qualification of objects, machines, stories, and images to imprint us with 

live, convincing impressions. Through his analysis of ETA Hoffmann’s “The Sandman,” 

who tears out children’s eyes, Freud describes the fear of blindness as the worst 

threat (replacing even castration anxiety). Blinding or dullness of the gaze, as a result 

of the excess accompanying images and their fidgety quality, might likewise dazzle. 

The Document about the Crocodile (from the series “Documents,” 1990 pp. 109-111, as 

elaborated below on p. 178) portrays a sleeping baby (Uriya, Ganor’s son); the boundless 

sweetness and naivete on his face are interrupted by a scratch crossing the sleeping 

eye. As part of the “document” construction, the photograph was supplemented with 

the tail of a crocodile tangential to the eye and the scratch, a sentence connoting the 
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urban myth of sewer alligators (the “water conduits” allude to the tear ducts), and deep 

scratches on the photograph.

Crocodile Fame (Dabush Beach, Herzliya/Tel Aviv Studio, 1985) p. 97 from the 

series “Image Not Photo”  (1985). Misleading lighting. A strong source of light from 

one direction blindingly illuminates a little girl (Tamara) crowned with (an undershirt 

bearing the logo of the television series) Fame. In front of her, in the foreground 

(separating Tamara from her photographer father), a crocodile crosses the frame. The 

sky is black and impervious, the sea is less black, and a black, geometrical patch—

perhaps the shadow of one of the sheds—falls on the sand, which is strewn, like the 

surface of the moon, with dark shadow patches resulting from the contrasting low-

angled lighting. The next photograph (Crocodile in Its Garden, Ramat Hasharon/Tel 

Aviv Studio, 1985 p. 98) portrays a wild thicket with fruit trees, a lush succulent, and 

multiple cacti—tall, fleshy, and jagged like a crocodile. In the foreground, a single 

dark stem of a toothed cactus or alternatively the erect tail of a crocodile. The sky is 

strangely colored in white-gray, and near-transparent stains, reluctant to be delimited 

within a contour, vaguely call to mind clouds seen through a softening filter. The next 

photograph (Snake in Its Garden, Ramat Hasharon, 1985 p. 99) shows a dense hedge 

and vine tendrils which wriggle in different directions. In the foreground, a wild snake 

twists into an S shape, jumping out from or above the hedge toward the camera and 

the photographer, toward the house. An all-too bright white sky and a square shadow 

falling on it expose the illusion of the overhead artificial covering (a light-colored shade 

or a softening screen), as in the concluding scene of  The Truman Show.

In the 1980s, the discourse of photography focused on insights concerning the 

photographic product as analogous to a physical reality. Fascinating critical theory 

was written around this aspect of indexical photography, whose representatives 

included Roland Barthes, Susan Sontag, John Berger, and Rosalind Krauss. Discussion 

of the concept of “reality” was ostensibly facilitated when space was cleared for writing 

about a physical reality, as obtained via photography. The verbal descriptions above 

(the descriptions of the works) fall into the web spread by Ganor in his work, as a 

strategy which demands lingering and profound observation and contemplation of 

the concepts themselves, even the most commonplace, and their affinities with their 

meanings. The descriptions of the pictures here reflect the illusive trap generated by 

a photograph which may be verbalized, so to speak. Garry Winogrand’s well-known 

statement, “A photograph is the illusion of a literal description of how the camera ‘saw’ 

a piece of time and space,” is put into practice here. The photography arenas (in both 

processes) contain symbolic elements whose origin we do not usually contemplate, 

and whose existence we never doubt. What is presented in the picture is not what was 

in front of the lens, but rather what was grafted in yet another photographic process. 

The certainty of Winogrand’s phrase is undermined. Ganor thus reformulates it: “A 

photograph is an object which misleads its beholder, setting a trap for him, as though 

it can be verbalized, put into words.” The final picture portrays the things that were in 

front of the lens in the second (additive) process. One of them is the first photograph. 

The analytical confrontation of the credibility of the photographic representation turns 

to construction of a hybrid image, shaking, in addition to the deception of the pictorial 

report, also the predatory hold of the phoenix. Once again, the cyclical principle and 

the hypothetical possibility of infinite photographs within photographs, times within 

times, arise, like a labyrinth of mirrors, like time tunnels, like Möbius strips, like the 

snake which swallows its own tail, the Uroboros.

The Panda Event (Shefa’im, 2004) p. 32

An amusement area for children, fenced and marked with faded colorful banners, 

transforms under the glaring mist of the photograph into monochromatic stains. At 

the center of the compound and the center of the photograph is a monumental panda 

inflated into a bouncing mattress; a small panda is painted on its inner wall, dozing 

next to vegetation, probably satiated from the drawn bamboo leaves. The giant panda, 

towering above the apparatus, observes the deserted area with a worried gaze. It is 

unclear whether the event has already ended or has not yet begun. Three adults are 

busy setting up or taking down the facilities, a process which in either direction embeds 

a grotesqueness, when the face or body of the inflated or deflated animal is twisted 

and distorted with exaggerated grimaces. It is unclear whether the panda is scared by 

what is about to happen, when swarms of ecstatic children will charge its hollow belly 

with battle leaps, or is it slowly recovering from the horror vision which only just ended. 

The solitary frame, detached from the sequence, does not provide, or underrates, this 

important piece of information. What is captured in the photograph does not attest 

to the direction of the process. A semi-inflated balloon is identical in a photograph 

to a semi-deflated one. The intermediate times and no-man’s lands are moments 

which will never be determined, and it is in these twilight zones that Ganor places 

the photograph. White boards extend at the bottom of the photograph, almost from 

side to side, echoing the white brightness of the sky, and ostensibly setting the event 

space at the center of the picture afloat on a soft surface; between white heavens and 

a white earth (that do not obey the distinctions of the first day of Creation (“and God 

divided the light from the darkness… and let it divide the waters from the waters… the 

day from the night”), like the illusion of hovering while jumping barefooted on inflated 

vinyl mattresses. Forty years ago there was one such device in Tel Aviv’s amusement 

park (the only one in the country at the time). It was called Moon or Spaceship, and the 

feeling which accompanied the bouncing on the inflated balloon was, for children, the 

closest experience to zero gravity. Today they are simply called “inflatables”; they are 

a part of nearly every amusement area and are prevalent as an attraction at birthday 

parties and private events, and even in the domestic yard. But nothing on them feels 

six times lighter any more. Today, in order to simulate zero gravity and a radical sense 

of gravitation, one connects with sensors to Virtual Reality games; you don’t even have 

to leave your room.

Denial of Light: Night of Day

A series of works from 1985-1986 pp. 90-95 presents yet another phase in the violation of 

the instructions of standard photography. Ganor photographed the series in Tel Aviv, 

which was, for him, a return to wandering, a practice abandoned in the days of “the 

family’s beginnings.” In order to investigate to what extent the photographic method is 

enforced on his field work, he jumbled the measuring tools and reduced the sensitivity 

of the film (ASA); a disruption of a process as part of a fundamental act of disrupting 

culture. Reducing the film’s sensitivity to the low abilities and register of early 19th 

century photographic materials introduced a deliberate difficulty to the planning of 

The Panda Event, Shefa’im, 2004

Crocodile Fame, Dabush Beach, 

Herzliya/Tel Aviv Studio, 1985

Snake in Its Garden, Ramat 

Hasharon, 1985

Crocodile in Its Garden, Ramat 

Hasharon/Tel Aviv Studio, 1985

Sea Dog, Tel Aviv Beach, 1985

Man on a Surfboat, Tel Aviv 

Beach, 1985



     ±∑π/±∑∏

the frame due to its darkening in the eyepiece window. The low sensitivity required 

longer exposure, like the duration of exposure in the medium’s early days and as in 

nocturnal photography. The works were taken on the Tel Aviv beach during the day, 

and the camera was mounted on a tripod so that the static details in the landscape 

would not be smeared with blurred motion, but only those bodies whose movement 

is quick enough in relation to the exposure. Due to the physical amount of light, the 

result was that of photography in midday light with a perceived quality (texture and 

the smearing of movement) of night shots and an echo of early photography. With 

a picturesque appearance, the city resembled an oasis undergoing urbanization. 

The bright daylight does not guarantee a credible document. It does not report, on 

the very basic level (light), the time and place, nor does it allow the construction of a 

concrete event.

Espionage Mission (Tel Aviv, 2008) p. 48 combines two times. The water time which 

quickly, sharply, and clearly freezes the water rising from the floor, and the prolonged 

people time, directed at the complex beyond the fountain, crossed by two strange-

looking men. The poetics of neglect, tin shanty patches, peeling walls, and some 

weeds—the blend which somewhat exhausted the “backyard” landscapes in Israeli 

photography in the past decade—takes a turn toward Italian Neo-Realism. “Two spies, 

possibly from the Soviet Union, perhaps from Bosnia and Herzegovina, cross the local 

Fontana di Trevi compound,” was Ganor’s description of the photograph from the 

Tel Aviv Port. “Too bad this city has no circus / Too bad it has no sword swallower, no 

elephants, no dragon,”17 but one minute from a secret mission may have nevertheless 

been caught in the lens. Against a peeling gray-brown urban backdrop, the gray-brown 

suits of a pair of men, out of time and out of place, blend in. The collar and sleeve-ends 

of the young man who stares at the camera glow in vivid azure through a dark jacket, 

possibly preceding a punch-line to an espionage affair whose plot wanders from the 

Soviet Union to the Yarkon estuary, and from there to prime-time.

Procedure of a Photography Foretold

“Very Untitled” 1990. Charged symbols are emptied of their original meaning. A weight-

lifter on a matchbox, a silvery fork, and a donkey carved in olive wood (Matchbox Tough 

Guy, Toothless Fork, Earless Donkey from Olive Wood, Tel Aviv Studio, 1990 pp. 105-107). In a 

large format (4x5 in.) with high capacity for detail registration, they are photographed 

with a deliberate distortion of the bellows of a camera, the part connecting the lens 

to the back of the camera, on which the film is placed. The disruption violates the 

“Scheimpflug principle” on which a method for correcting perspective distortion in 

optical devices relies, when the lens plane is not parallel to the image plane. Due to the 

insertion of objects into the bellows, the optical system was distorted, and the missed 

result is depicted with maximum resolution. Beyond their disrupted visual recording, 

the photographed objects reflect another unrealized potential inherent in their 

symbolic power. The tough guy is stuck in the weight-lifting phase prior to the jerk, 

and the matches scattered in the box underneath him ridicule all contemplation of 

physical strength or muscle mass. The silver fork lost its teeth due to the photographic 

conditions and the distortion of the device, and it is perpetuated as a purposeless 

object. The donkey is missing an ear, and it carries with it nothing of the pride of the 

olive tree that has been standing in the field for centuries, and in symbol dictionaries 

of grand cultures—for millennia. Its wood was carved not in the image of the Crucifix, 

to hang on one’s chest close to the heart or on the wall as a sign of faith, torments, or 

salvation, but as a little ornament (a donkey which is both deaf and stubborn), to place 

on a chest-of-drawers.

“Documents” (1990) pp. 109-114. Documents are intended to enhance a potential 

of communication, which should elucidate and order the contents they represent. 

They have an agreed-upon format, they contain texts and illustrations, they embed 

contracts and agreements about certain commitments. By their very existence, they 

prove the existence of other things. (Unless we assume a tautological document which 

refers only to itself, like Borges’s Scheherazade, “Borges and I,” and other loops among 

his writings). In the series “Documents” Ganor strove to create photographs via a 

predetermined procedure, in direct continuation of the previous series, “Very Untitled.” 

The document preparation was performed by a clear method, whose implementation 

also examined its inner realms and validity—its ability to produce another document. 

The work formula included: direct, simple, everyday photography in 35mm landscape 

format, another shot of a staged story in a square format, and selection of an element 

from it. Re-photography of the first photograph with the chosen element from the 

second photograph, and a transition to a new square format, as well as exposure of 

the trick: the addition of an ordering text originating in an urban myth or a personal 

dream, submitting the text to translation into English and then into Japanese. The work 

formula ensures the use of unreliable sources of information, their composition via 

processes of adaptation and estrangement, and use of means which the artist cannot 

necessarily control or judge. The resulting documents are supposedly dubious, devoid 

of all real external authority.

A Mountain Being-in-Itself (1990) pp. 125-127. In reference to Jung’s assertion that 

man symbolizes in a natural, unintentional manner, the works in the series undermine 

the customary method of symbolization, which is often based on a temporary or 

accidental link between items. The use of the expression “I symbolize” as a text 

incorporated in the works attests to the ambivalent representation paradox of the 

verb to symbolize in Hebrew, a language which does not distinguish between its 

active and its reflexive meanings. (“I symbolize” in the active sense—I create a symbol 

which is not necessarily tied to me, or “I symbolize” in the reflexive sense, which was 

supposed to be formulated as “I am being symbolized,” namely, I as a symbol). The 

three works in the series contain “I symbolize” declarations, but they are incongruous 

with the (unsaid) declaration of the series (what the series symbolizes), and with 

the added title and its tangential text: “A Mountain Being-in-Itself” (addressing the 

multiple names of Mt. Everest and the stories associated with it). The declarations 

“I Symbolize a Pita Hole,” “I Symbolize a High Heel Snakeskin Shoe,” and “I Symbolize 

Crushed Olives” appear as captions in three languages within the works. The 

photographed objects are akin to an “inventory” of the items in the declarative 

sentence (denotation) and additions which facilitate the syntactic construction of 

the sentence, like conjunctions and adjectives, yet these charge the sentence with 

added significations (connotations).

The difference between a “signifier of something” and a “signifier to something” 

serves Eric Santner in his book On the Psychotheology of Everyday Life: Reflections on 

17. Ronnie Somek, “Seven Verses 

on the Miracles of the Yarkon,” in S. 

Burnshaw, T. Carmi, A. Hirschfeld, 

and E. Spicehandler (eds.), The 

Modern Hebrew Poem Itself 

(Detroit, Michigan: Wayne State 

UP, 2003), p. 333.

Espionage Mission, Tel Aviv, 2008

Matchbox Tough Guy,  Tel Aviv 

Studio, 1990

Earless Donkey from Olive Wood,  

Tel Aviv Studio, 1990

The Document about the Goose, 

Tel Aviv Studio, 1990
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Freud and Rosenzweig in approaching the important distinction between a cognitive 

inscription and an existential/real inscription in the realm of social relations. Through 

the image of the hieroglyphs, cited by Lacan as an example that the signifier may 

be designified (namely, lose what it signifies, without losing its power to signify to), 

Santner arrives at the modern, “perhaps even Kafkan,” notion of revelation. (In digital 

photography, the signifier is a mathematical code devoid of visual content, without 

intentional, pre-programmed interpretation). “At any rate, it was precisely apropos of 

the status of revelation in Kafka’s work that Walter Benjamin and Gershom Scholem 

discussed the phenomenon of the designified signifier, this peculiar surplus of address 

over meaning—of, to put it awkwardly, the ‘that it signifies’ over the ‘what it signifies’—

so central to Kafka’s universe.”18 Santner develops this excess of validity over significance 

(the “nothingness of revelation,” as Scholem put it in a letter to Walter Benjamin)—

which is the thing forever fought by Kafka’s protagonists—as animation, which, in a 

sense, infuses life into matter, but not in the form of faith or meaning. In an expressive 

manner which has a revelatory force, which Scholem described as validity without 

meaning (Santner relies on Slavoj Žižek’s formulation of the mysterious interpellations 

which the Kafkaesque subject receives from a bureaucratic entity (Law, Castle). It is an 

interpellation without identification, which leaves the Kafkaesque subject desperately 

seeking a trait with which to identify.19 In psychoanalytical terms, the persistence of 

validity without meaning attests to a trauma (a breakdown in meaning) which has 

left traces in the mind, hence the significance of fantasy grows. Fantasy organizes and 

binds this surplus (of validity over significance) into a schema that distorts the shape of 

our universe. Paradoxically, however, it sustains the sense of consistency, grounding a 

notion of a balanced Universe. It is an idiosyncratic excess which sustains (rather than 

deranges) every notion of cosmic order (Santnar via Žižek, p. 40). Thereby we place 

ourselves “out of this world” or at the “end of the world,” and therefore it also serves as 

a means of adaptation to it. Santner begins his book with a quote from Robert Walser’s 

short story, “The End of the World.” By linking it to Kafka, he sets out to indicate a major 

theme in the doctrines of Freud and Rosenzweig, “The problem is that of inhabiting 

the midst, the middle of life.”  The girl in Walser’s story has no parents, no family, home, 

or belonging whatsoever; she decides to go out and seek the end of the world—a 

journey to the outer limits of the space of human habitation. She walks for days and 

nights, disregarding natural phenomena, people, fear, darkness, or hunger. Behind 

everything, at the very end—she thought she would find it. At first, she imagines the 

end of the world as a tall wall, then as a deep abyss, a green meadow, a lake, a sea of 

pleasure, as nothing or as something whose nature she did not know. For sixteen years 

the girl walked across lakes, plains, and mountains, but did not reach the end of the 

world, and seemed to be very far from it. One day she came upon a farmer, who knew 

a nearby farmhouse called “End of the World,” and he told her it was half an hour away. 

Exhausted from her journey, the girl finally arrived at the “End of the World” and stayed 

to live with the farmers. She worked diligently and served them faithfully. She “was 

soon liked by everyone, and never did the child run off again, for it felt at home.”20

In the chapter “Toward an Ethics of Singularity” Santner proposes an interesting 

link between this unique excess (of validity over significance) and Roland Barthes’s 

distinction between the studium and punctum of a photograph. Santner ties 

the idiosyncratic quality which Rosenzweig calls selfhood—a gap in the series of 

identifications that constitute the self. Borrowing the discourse of the infinitesimal 

calculus, he refers to it as a differential—tying it to Scholem’s discussion of Kafka 

with regard to the persistence of validity without meaning. The punctum brings to 

consciousness a non-symbolizable surplus within an otherwise intelligible reality. 

“When it emerges from the picture, we are touched by a remained, an excess left from 

our reading of the studium.”21  

The paradoxical spectacle of symbolization in “Documents” combines the 

intricate, cyclical principle, allusions and the simplification of popular myths and the 

history of photography to “zero degree,” and the inevitable struggles of translation 

and interpretation. I Symbolize a High Heel Snakeskin Shoe p. 127 is an interpretation 

with a turn to the original scene, the temptation and the punishment. The serpent 

that tempted the woman was punished with the loss of his legs and was doomed 

to crawl on its belly, but its punishment becomes the woman’s means of seduction, 

as she elevates herself on snakeskin stilettos. Once again, the serpent is bound with 

temptation, but the photograph portrays a crocodile (which, according to some 

readings, is the ancient legged pre-sin serpent), and the woman is represented by 

a blonde wig. It is a takeoff on a Helmut Newton photograph, an ironic association 

between his fetishistic approach in fashion photography and women’s shoe fetish, 

and an association of the fetish not only with modern temptation, but way back 

to the original temptation. I Symbolize Crushed Olives  p. 126 is a paraphrase on the 

incarnation of a carved souvenir. It is based on a story by Leopold Krakauer whereby 

the olive tree prefers to be burnt in the field rather than be transformed into a carved 

icon. I Symbolize a Pita Hole  p. 125 is based on the felafel selling method, whereby 

one pays for the pita bread, which may be filled as the customer chooses. The 

return is, in fact, realized through utilization of the hole. The pita cavity, ostensibly 

enabling endless use, is reduced and becomes finite upon biting into it; a hollow 

promise whose realization consumes it. A countdown which also rations the time 

of the pact between the bride and the groom represented by the plastic statuette 

in the photograph, standing behind a stack of pitas packed in a plastic bag, as an 

alternative for their place on the iced peak of a wedding cake.

The use of the word “cavity” (khalal) rather than “hole” obviously alludes to the 

word’s other meaning as dead, fallen, as well as to its definition as cosmic space. 

According to Baudrillard, reality has fallen victim to the perfect simulacra, the 

simulation devoid of a real reference, hyperreality. “It is as if the operation of the 

virtual dimension were to bring the history of the world to an end in an instant.” 

Baudrillard summarized Arthur C. Clarke’s short story “The Nine Billion Names of 

God” (1953) which he cited as an example of what he called the Perfect Crime—the 

murder of the Real.22 Like God, reality too has many names, diverse perceptions and 

complex interpretations, and its conceptualization has preoccupied philosophy, 

the sciences, and the arts from time immemorial. The use of the term “reality” 

in Hebrew alludes to the television genre, one of whose popular versions, Big 

Brother, features a combination of a (direct, unstaged, unmediated) “real world” 

and a “Providence,” a type of divinity, embodied in the figure of the production, 

rating, and the audience.

In Clarke’s story, Tibetan monks somewhere in the Himalayas have exerted 

themselves for several centuries to compile a list containing all the possible names of 

18. Eric L. Santner, On the 

Psychotheology of Everyday 

Life: Reflections on Freud and 

Rosenzweig (Chicago: University 

of Chicago Press, 2001), pp. 37-38.

19. Ibid., p. 38.

20. Robert Walser, “The End of the 

World,” in Masquerade and Other 

Stories, trans. Susan Bernofsky 

(Baltimore, Maryland: The Johns 

Hopkins UP Books, 1990), 

pp. 101-102.

21. Santner, op. cit. n. 18, pp. 73-74.

22. Jean Baudrillard, The Vital 

Illusion (New York: Columbia UP, 

2000), p. 42.

I Symbolize a High Heel Snakeskin 

Shoe, Tel Aviv Studio, 1990 

I Symbolize Crushed Olives, 

Tel Aviv Studio, 1990 

I Symbolize a Pita Hole, Tel Aviv 

Studio, 1990



the Supreme Being. Their list will take about fifteen thousand years to complete, and, 

according to their belief, when the task is completed, the world will end. In order to 

hasten the process, the lama commissions a computer from IBM which will calculate 

and print the name list faster (the real names are comprised, they believe, of nine 

billion possible combinations of the alphabet characters). After a month of incessant 

work the task is completed and the two technicians who were entrusted with it climb 

down from the mountain at nightfall. On the way, one of them tells the other that he 

had asked the lama what they will do when the task is done, but the lama avoided 

giving him an answer. At that moment the two notice the stars in the sky going out 

one by one…
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All the works in the exhibition: digital color prints, 135x202 cm
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Local Forest, Poleg Nature Reserve, 2006

≤∞∞π ¨ÔÂ¯˘‰ ˙Ó¯ ¨ÌÈ„‡Ó‰Ó ˘È‡‰ ¯Ó‡ ‰Ó

What did the Martian Say, Ramat Hasharon, 2009
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Sprinkler and Tennis, Ramat Hasharon, 2009

≤∞∞π ¨ÚÓ˙ ¨ÈÎË ÌÈ

Technical Sea, Timna, 2009
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Safe Visit, Tel Aviv, 2010
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Clearing Out and Ackerstein, Ramat Hasharon, 2010
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I Almost Saw a Snake, Ramat Hasharon, 1991-1996
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על  כשדיברנו  בסטודיו  בשיחות  אותנו  ששימש  משפט  הוא  נחש”  ראיתי  ”כמעט 

החמצה של דברים¨ על קרבה של כמעט ועל מה שנמנענו ממנו כמעט ©יואב חנן¨ שהיה 

 Æ®האסיסטנט שלי באותה תקופה¨ הציע שהמשפט הזה מסכם אקזיסטנציה

לא  עניין  נשאר  הוא  אבל   ¨π∞ה� שנות  בתחילת  אחת  עבודה  נוצרה  זה  משפט  מתוך 

 Æדיגיטלית נוכח  כמעט  כבר  הנחש  שהפעם  אלא  האחרון¨  בזמן  אליו  וחזרתי  פתור 

 Æהנחש נכנס לעבודה כדי לפרוק את המתח הסמנטי של המשפט

נקודת המוצא הראשונה היא שיש בעבודה משום אובדן דרך בשימוש בשפה שהיא 

והדיבור  המחשבה   Æבתוכה המובנים  של  אי�נוחות  מייצרת  אך  תחבירית¨  נכונה 

לחשוב  אלא  אפשר  אי  חשיבה¨  של  לוגיים  כלים  שעם  משום  העולם  את  מפספסים 

 Æחשיבה לוגית

על  החושב  האיש  ובין  המתואר  העולם  בין  חזיתית  התנגשות  מתקיימת  בעבודה 

העולםÆ אולי  ויטגנשטיין יכול לחלץ אותנו∫ ”מה שאי אפשר לדבר עליו¨ על אודותיו 

 Æ”יש לשתוק
 Æ∏± ’עמ ¨®±ππ¥ ¨לודוויג ויטגנשטיין¨ מאמר לוגי�פילוסופי¨ תרגום∫ עדי צמח ©תל אביב∫ הקיבוץ המאוחד

A late reflection on works from the series 
“I Almost Saw a Snake,” 1996

��� ����	
� 	��� �� 	����� �	� �� 	��
����� ��� �	��� ��� ������	�
���	�
in the studio when we talked about a missed opportunity, about 
the closeness of  almost, and about what had prevented us (Yoav 
Chanan, who was my assistant at the time, suggested that this 
sentence sums up existence).
This sentence gave rise to one work at the beginning of  the 1990s, 
but it remained an unresolved issue, and I returned to it recently. 
This time, however, the snake was almost digitally present. It 
entered the work in order to relieve the semantic tension of  the 
sentence.
The initial point of  departure was that the work contains a type 
of  loss of  direction by the use of  language which is syntactically 
correct, but produces unease in relation to the meanings within it. 
Thought and speech lose out, since it is impossible not to think 
logically with logical thinking tools.
In the work there is a frontal clash between the depicted world and 
the man who thinks about the world. Wittgenstein may come to 
our rescue here. “What we cannot speak about we must pass over 
���	���������
Ludwig Wittgenstein, Tractatus Logico-Philosophicus [1921], trans. D.F. Pears & B.F. 

McGuinness (London and New York, ����), p. 62.
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±ππ¥ ¨ÔÂËÒÂ· ¨˘‡ ÌÚ ÁÂÓ ÁÂ˙È

Brain Surgery with Fire, Boston, 1994

±ππ¥ ¨ÔÂËÒÂ· ¨˘‡ ÌÚ ‰Èˆ˜ÈÂÓÂ˜ ˘È‡

Communication Man with Fire, Boston, 1994
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±ππ∂ ¨ÔÂËÒÂ· ¨˘‡ ÌÚ ÔÊÎ¯Ó

Operator with Fire, Boston, 1996
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 ˙˘Â¯Á‰ ÈÈÈ·· ¨ÌÈÂ˘‡¯‰ ÏÊ¯·‰ È·Ó·” ¯„‚ÂÓ ®outmoded© Ô˘ÂÈÓ‰

 ¨ÌÏÂÚ‰ ÔÓ ¯Â·ÚÏ ÌÈÏÈÁ˙Ó‰ ÌÈ¯·„· ¨ÌÈÓ„˜ÂÓ‰ ÌÈÓÂÏÈˆ· ¨ÌÈÂ˘‡¯‰

 ˙ÂÓÂ˜Ó·  ¨ÌÈ˘  ˘ÓÁ  ÈÙÏÓ˘  ˙ÂÏÓ˘·  ¨ÌÈÈÂÏÒ‰  ÛÎ‰  È¯˙ÒÙ·

”ÆÌ˙Â‡ ÁÂÊÏ ‰ÏÈÁ˙Ó ‰ÙÂ‡‰ ¯˘‡Î ¨ÌÈÈ˙ÙÂ‡‰ ÒÂÈÎ‰

 ıÂ·È˜‰  ∫·È·‡  Ï˙©  ¯‚ÈÊ  „Â„  ∫ÌÂ‚¯˙  ¨ÌÈ¯Â‰¯‰  ∫’·  Í¯Î  ¨ÌÈ·˙Î  ¯Á·Ó  ¨ÔÈÓÈ·  ¯ËÏÂ

Æ∑∑ ’ÓÚ ¨®±ππ∂ ¨„ÁÂ‡Ó‰

בתוך  מחדש  האש  את  העביר  פרומתיאוס  כאילו  פרומתאי¨  מעשה  הוא  אש  לדמות 

 ÆרÀֻקנה חלול של שמ

ולטר בנימין היטיב לתאר את ה�outmoded¨ את   Æנכון¨ טכנולוגיה מתיישנת זה  כן¨ 

המתיישן  האובייקט  את  משחררת  והיא  סחורתי  ייצור  של  החוק  שהיא  ההתיישנות¨ 

מהאחיזה של השימושיות ומאפשרת לו להופיע באור חדש החושף¨ אולי¨ את ההבטחה 

 Æהחלולה שבטכנולוגיה המודרנית

A late reflection on works from the series 
“Aging Technology,” 1996

André Breton “was the first to perceive the revolutionary energies 

that appear in ‘the outmoded,’ in the first iron constructions, the 

first factory buildings, the earliest photos, the objects that have 

begun to be extinct, grand pianos, the dresses of five years ago, 

fashionable restaurants when the vogue has begun to ebb from 

them.”

Walter Benjamin, Reflections: Essays, Aphorisms, Autobiographical Writings, 

trans. Peter Demertz (New York: Schocken Books, 1978), p. 181.
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Technology indeed grows outdated. Walter Benjamin masterfully 
described the outmoded, which is the law of  merchandise 
production; it releases the object that grows obsolete from the 
grasp of  usefulness, and enables it to appear in a new light, which 
reveals, perhaps, the hollow promise of  modern technology.
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 ±ππ¥ ¨‰Â˜˙ Á˙Ù ¨ Other People can be Manipulated but Not Me

Other People can be Manipulated but Not Me, Petach Tikva, 1994

 ±ππ¥ ¨‰Â˜˙ Á˙Ù ¨ Other People can be Manipulated but Not Me

Other People can be Manipulated but Not Me, Petach Tikva, 1994
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±ππ¥ ,‰Â˜˙ Á˙Ù ,Save as...

Save as..., Petach Tikva, 1994

±ππ¥ ,‰Â˜˙ Á˙Ù ,Save as...

Save as..., Petach Tikva, 1994
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±ππ¥ ,‰Â˜˙ Á˙Ù ,Save as...

Save as..., Petach Tikva, 1994

±ππ¥ ,‰Â˜˙ Á˙Ù ,Save as...

Save as..., Petach Tikva, 1994
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±ππ¥ ,‰Â˜˙ Á˙Ù ,Save as...

Save as..., Petach Tikva, 1994
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1994���Save as…”�

 Æלא יפגע רובוט לרעה בבן אדם¨ ולא יניח¨ במחדל¨ שאדם ייפגע Æ±“

Æרובוט חייב לציית לפקודותיו של אדם¨ כל עוד אינן סותרות את החוק הראשון Æ≤

≤Æ רובוט ידאג לקיומו שלו וישמור על שלמותו¨ כל עוד הגנה זו אינה סותרת לא את    

“Æהחוק הראשון ולא את החוק השני

אייזיק אסימוב¨ אני¨ רובוט

רובוטים  אסימוב¨  של  בספרו  יותר  מאוחר  התווסף  לשלושתם¨  הקודם  האפס  חוק 

”Æואימפריה∫ “אל יפגע רובוט לרעה באנושות ולא יניח¨ במחדל¨ שהאנושות תיפגע

  Æשלושת החוקים המקוריים משתנים בהתאם¨ כדי שלא יסתרו את חוק האפס

הטכנולוגיה ≠ משחר קיומה הפיוטי בתור מעשה מלאכותי של האדם¨ ולא המטפורה 

היא  זאת  עם   Æהבריאה מרוממות  או  הטבע  מקיום  לרגע  הוטרדה  לא   ≠ אלוהים  של 

ומעורר  נתפס  שאינו  ממה  מוכר¨  מהלא  והחרד  העין  צר  האדם  אצל  עוינות  עוררה 

Æרגשות מעורבים אצל בני אדם

 

להלן רשימת חרדות חלקית∫ 

והסטריאוטיפים¨  הקדומות  הדעות  מרבית  של  עוין  מכלול  שבבסיס  הזר  חרדת 

חרדה מפני אובדן שליטה¨ חרדה מפני תלות ©”לא אהיה  עבד למחשב”®¨ חרדה מפני 

התנוונות והתיישנות¨ חרדה שמא המטלות שיוטלו על מכונות לא ”ישחררו את האדם 

לעשייה אנושית נאורה” אלא יביאו אותו לידי בטלה וניוון ©פחד מפני רובוטים®¨ פחד 

וביקש  האדם  על  חמל  ©פרומתאוס  הפרומתאי  המאבק  מפני  פחד  מדי¨  יותר  לדעת 

לתת לו את האש¨ וכך לבסוף קיבל האדם את פנדורה¨ ומאז המאבק מרובה הסבל 

 Æ®לשחרור הרוח מכבליה

A late reflection on works from the series 
“Save as…,” 1994

“1. A robot may not injure a human being, or through inaction, 
allow a human being to come to harm.
2. A robot must obey the human’s commands, so long as they do 
��
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 3. A robot must protect its own existence, as long as such protection 
���	���
����!��
���
��
���"��	
����$�����������
Isaac Asimov, i,Robot

The Zeroth Law which precedes the three others and was added 
later in Asimov’s book Robots and Empire:
“A robot may not harm humanity, or by its inaction allow for 
������
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the Zeroth Law.
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act of  man, and not the metaphor of  God, was not for a moment 
bothered by Nature’s existence or the self-elevation of  Creation. 
Nonetheless, it aroused the hostility of  envious man, afraid of  the 
unknown, of  what was inconceivable and aroused mixed emotions 
among people.

The following is a partial list of  fears: Fear of  the stranger, which 
underlies an overall hostility of  the majority of  prejudices and 
stereotypes; fear of  the loss of  control; fear of  dependence (“I shan’t 
'��
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���45�������� ��������������'	���	�����5�
fear that the tasks placed on machines will not “free man for 
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degeneration (fear of  robots); fear of  knowing too much; fear of  
the Promethean struggle (Prometheus had compassion for man 
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set in motion).
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 ±ππ∞ ¨·È·‡ Ï˙ ÂÈ„ÂËÒ ¨ÌÈ˜ÂÙ„ ÌÈ˙ÈÊ ÏÓÒÓ È‡

I Symbolize Crushed Olives, Tel Aviv Studio, 1990 

 ±ππ∞ ¨·È·‡ Ï˙ ÂÈ„ÂËÒ ¨˘Á ¯ÂÚÓ ·˜Ú ÏÚ ÏÓÒÓ È‡

I Symbolize a High Heel Snakeskin Shoe, Tel Aviv Studio, 1990 
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והאנשים  התזמונים  ועל  האוורסט  של  המרובים  שמותיו  על  הוא  המצורף  הטקסט 

 Æהקשורים בו

±ππ≥ בדצמבר ±≤  Ø א ב י  ג נ ו ר Ø   ט קסט  מ ש י ק  Ø ה ר  כשלעצמו

הר  אותו   Æלנפאל טיבט  שבין  ההימלאיה  הרי  לשרשרת  משתייך  הצ’ומולנגמה™  הר 

ממש מכונה בהודו גורישנַקרַ¨ אבל בחינה דקדקנית של כפל השמות מעלה שמבחינה 

גיאוגרפית מדובר בשני הרים נפרדים המרוחקים ∞∂ ק”מ זה מזה¨ ואף נרשם הפרש ניכר 

 Æבגובה פסגותיהם

ההר  שהוא  קובעים  ומומחים  האדמה¨  של  האלה�האם  שם  על  קרוי  הצ’ומולנגמה 

המתנשא לגובה הרב ביותר על פני כדור הארץ ≠ ∏¥∏¨∏ מטרים° אם כך הדבר¨ הרי פסגתו 

היא�היא הפסגה¨ אף שלרוב היא נסתרת מעל שפעת העננים העוטפת את ההרÆ מומחים 

 Æסוברים שההר כשהוא לעצמו¨ שווה נפש להישגיו המרובים

סר ג’ורג’¨ בריטי שמומחיותו בתחומי ההנדסה והגיאוגרפיה¨ קבע את מיקומו ואת גובהו 

של ההר בדייקנות רבה ובכישרון רבÆ לא יהיה נועז או מרחיק לכת להניח שגורלם של 

   Æההר ושל סר ג’ורג’ הושפעו מהמפגש ביניהם

עשרות שנים התמידו מעפילי הרים במאמציהם העיקשים לטפס על צוקיו ועל קרחוניו 

וכשלוÆ נחמת�מה העניקו תצלומי שחור�לבן  של הצ’ומולנגמה¨ כדי להגיע אל פסגתו¨ 

איכותיים של ההר¨ פסגתו וסביבתוÆ אולי זאת סטייה מהעיקר ואולי ≠ אזכור מיותר¨ אך 

לשם הבהירות נצביע על הטעם לדבקות המטפסים במשימתםÆ וזאת עדותם∫ ”מכיוון 

 Æ®”Because it’s there”© ”שהוא שם

יום הולדתה של   ¨±πμ≥ במאי ≤πזכייה בלוטו¨ ב� לבסוף צלחה המשימהÆ במקריות של 

בן  ניו�זילנדי¨  ארצות  ומגלה  הרים  מעפיל   ≠ הילרי  פרסיוול  אדמונד  אליזבת¨  המלכה 

העולם  במלחמת  טייס  וגם  כוורן  היה  אביו¨  משק  את  ניהל  משפטים¨  שלמד  איכרים 

 Æהשנייה ≠ הגיע לפסגה והיה לאביר

מדריכו  שם  גם  יוזכר  בלבד¨  אינסטרומנטלי  הוא  כאן  שערכה  המדעית¨  האמת  למען 

משבט השׁרֶפÀהּ¨ טנֶזינג נוֹרגיַי¨ שאולי הכיר את הדרךÆ שבע שנים חלפו בטרם חזר הילרי 

 Æלהימלאיה וחיפש את איש השלג הנאלח¨ אבל לא מצא אותו

כדי להקפיד על מידת מה של עדכון¨ יצוין שבעקבות חקר החלל ובעיקר לאחר נחיתת 

 Æהאמריקנים על  הירח¨ חל פיחות גדול מאוד במעמדו של ההר

 ≠ בטיבט   ¨®Sagarmatha© סגרמתה   ≠ בנפאל  האוורסט∫  של  אחרים  ™שמות 

̈ בסין ≠ קומולנגמה פנג  ®Qomolangma© או קומולנגמה ®Chomolungma© צ’ומולונגמה

   Æ®Qomolangma Feng©

 ±ππ∞ ¨·È·‡ Ï˙ ÂÈ„ÂËÒ ¨‰˙ÈÙ ÏÏÁ ÏÓÒÓ È‡

I Symbolize a Pita Hole, Tel Aviv Studio, 1990

A late reflection on works from the series 
“A Mountain Being-in-Itself,” 1991-1992 
(exhibited at The Israel Museum, Jerusalam 
1994, curator: Nissan Perez)

The appended text discusses the numerous names of  Mt. Everest and 
the people associated with it

A Mountain Being-in-Itself/ tangent text / Avi Ganor / 12 December 1993
Mount Chomolungma* belongs to the range of  Himalayan mountains 
between Tibet and Nepal. That same mountain is called in India 
‘Gourishankar,’ but a close examination of  the dual names reveals 
that from the geographical standpoint, they are, in fact, two separate 
mountains, about 60 km distant from each other, and they differ 
considerably in the altitude of  their summits.
Mount Chomolungma is named after the mother goddess of  the earth, 
and experts assert that it is the tallest mountain on the face of  the 
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even though in general it is hidden from view above the abundance of  
cloud enveloping the mountain. Experts believe that the mountain being-
in-itself  is indifferent to its numerous achievements.
Sir George, a British engineering and geography expert, determined the 
position and altitude of  the mountain with great precision and skill. It 
would not be going too far to assume that the fate of  both the mountain 
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For decades, mountaineers persisted in their stubborn attempts to scale 
the cliffs and glaciers of  the Chamolunga in order to reach the summit, 
and failed. Some consolation was obtained by means of  the black-and-
white quality photos of  the mountain, its summit and environment. 
Perhaps this is deviating from the main point, and perhaps an 
unnecessary reference—but for the sake of  clarity we should point out 
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In the end, the mission was crowned a success. With the coincidence of  a 
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Percival Hillary—a New Zealand mountaineer and discoverer, a farmer’s 
son who studied law, managed his father’s farm, was a bee-keeper, as well 
as a WWII pilot—reached the summit, and was knighted.
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should also mention the name of  his guide, the Sherpa Tenzing Norgay, 
who perhaps knew the way. Seven years elapsed before Hillary returned to 
the Himalayas and searched in vain for the Abominable Snowman. 
In order to maintain a semblance of  updating, it should be noted that 
following space research, and mainly after the American moon landing, 
the mountain’s status has undergone a great devaluation.
*Other names for the Everest are Sagarmatha in Nepal, Chomolungma 
���_������*��������'�
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±ππ∞ ¨·Î¯‰ ÏÚ ‰¯ÈÓ˘

Car Care, 1990

±ππ∞ ¨ÌÈÓ ÒÏÙ ÌÚ È·¯Ú Ûˆ¯

Arab Paver with a Spirit Level, 1990
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±ππ∞ ¨¯˜Â· È‚„

Hebrew Cereal, 1990

±ππ∞ ¨ÔÂÈ¯Â‚ Ô· ˙Áˆ‰

Commemorating Ben Gurion, 1990
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±ππ∞ ¨ÔÈÎÒ‰ ÏÚ

“Knife Check” of a Watermelon, 1990
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 ¨Â‡„Ï ÔÊÂÒ ∫˙Î¯ÂÚ ¨˙ÈÂÂ˘ÎÚ ˙ÂÓ‡· ˙Â‡ÈˆÓ ∫ÈÚ·Ë Ï„Â‚· ’Ë˜ ÍÂ˙Ó Â‡È„ÈÂ ÈÈÂÓÈ„

®±ππ∞ ¨Ï‡¯˘È ÔÂ‡ÈÊÂÓ ∫ÌÈÏ˘Â¯È© ¯Âˆ ˙È¯È ∫ÈÙ¯‚ ·ÂˆÈÚ

Video images from cat. Life-Size: A Sense of the Real in Recent Art, ed. Suzanne 

Landau, book design: Nirit Zur (Jerusalem: The Israel Museum, 1990) 

±ππ∞ ¨‰ÈÈ˘Ú˙Ï ÌÈÙ‰ ÌÚ

Facing the Industry, 1990
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תפיסה  על  נשען  אליה¨  חלון  או  מציאות  של  מראה  בתור  לצילום¨  הכולל  היחס 

לוגוצנטרית¨ מתוך ההנחה המקובלת כי יש ”אמת” בלתי תלויה הקודמת לייצוגÆ ז’אק 

אותה  ומכנה  קדומה”  ”דעה  אותה  מגדיר  הוא   Æזו תפיסה  על  בקורת  מותח  דרידה 

בסיסיות¨  פילוסופיות  תפיסות  לזהות  נוטה  זו  מטפיזיקה   Æ”נוכחות של  ”מטפיזיקה 

דוגמת ”אמת”¨ ”מציאות” ו”קיום”¨ במונחים רעיוניים של ”נוכחות”¨ ”מהות”¨ ”זהות” 

בתוך  שממלאים  המכריע  מהתפקיד  מוחלטת  כמעט  התעלמות  מתוך  ו”מקור”¨ 

וה”הבדל”   ®absence© ה”היעדר”  אלה  תפיסות  של  אפשרית  הבנה  או  הגדרה  כל 

 Æ®difference©

A late reflection on video images from the 
exhibition catalogue Life Size, 
The Israel Museum, Jerusalem, 1990
 

The overall attitude to photography, as a view of  or a window onto 
reality, is founded on a logocentric concept, from the commonly-
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precedes representation. Jacques Derrida is critical of  this view. 
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metaphysics tends to identify basic philosophical conceptions, 
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     ±±≤/±±≤

±ππ∞ ¨·È·‡ Ï˙ ÂÈ„ÂËÒ ¨ÊÂÂ‡‰ ˙Â„Â‡ ÏÚ ÍÓÒÓ‰

The Document about the Goose, Tel Aviv Studio, 1990
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     ±∞π/±∞∏

±ππ∞ ¨·È·‡ Ï˙ ÂÈ„ÂËÒ ¨ÏÈ„Â˜Â¯˜‰ ˙Â„Â‡ ÏÚ ÍÓÒÓ‰

The Document about the Crocodile, Tel Aviv Studio, 1990  
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קבוצת עבודות זו מצביעה על הכשל הידוע מראש לייצר באמצעות צילום מסמך אשר 

יהיה במהותו עובדה ולא דעהÆ מאז הפך המושג ”נקודת מבט” לכל היותר לשם של 

לסרטי  הפקה  חברת  של  בישראל¨  האופטיקה  פורטל  של  עקרונית¨  טלוויזיה  תכנית 

Æ”הוא פורר לחלוטין והיה למטפורה מתה כמו ”מרגלות ההר Æפרסומת או של תקליט

שנועד  אנליטי  מדיום  דקונסטרוקטיבי¨  מאורע  שמייצר  מדיום  בהכרח  הוא  צילום 

 Æלייצר דעות¨ לחתור תחת יסודות הנראה בכלים של קיום נראה לעין

הדברים  מהלך  את  תבהיר  אשר  קומוניקציה  ליצור  נועדו  טבעם¨  מעצם  מסמכים¨ 

שהם מייצגים ואת תוכנםÆ הם ארוזים בשיטה כלשהי ומכילים טקסט ודיאגרמות או 

 Æתצלומים

המסמכים מכילים חוזי התקשרות ומחויבויות כלשהן¨ תהליכי התפתחות ואפשרות 

 Æמובנית למעקב אחריהם¨ ומהווים מעצם קיומם הוכחה לישֵים ולסדר דברים

המסמכים¨  מייצר  של  עולמו  של  כלשהי  הבנה  על  נסמכים  שמסמכים  מאליו  ברור 

וטמונה בהם הכוונה לאפשר לאחר לעיין בהםÆ עבודת הכנת המסמכים נעשית בשיטה 

ואת הפוטנציאל שלה  בוחנת¨ אגב השימוש בה¨ את מרחביה הפנימיים  נהירה אשר 

Æלהתקדם ולייצר עוד מסמך חדש

וזאת הנוסחה∫ צילום פשוט מלבני לרוחב מתוך נוכחות של קיום יומיומי עובר לפורמט 

חדש ריבועי באמצעות עצם אחר ≠ תחבולה המערטלת  את עצמה ≠ תוספת טקסט 

הוא   Æאישי לחלום  או  אורבנית  לאגדה  קשור  בעברית  המסדיר  הטקסט   Æמסדיר

Æמתורגם  לאנגלית¨ תרגום שאני יכול לשפוט¨ ואחר כך ליפנית¨ תרגום שאני מקבל

  Æסיפור שני הוא על האווז שפוטם וחלה והעביר את המחלה עצמה אל האוכל

A late reflection on works from the series 
“Documents – Working Papers,” 1990

This group of  works points at the pre-known failure to create, by 
means of  photography, a document which will be, in essence, a 
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came to be, at best, the name of  a leading TV program, the name 
of  the Israeli Opticians Association web portal, the name of  a 
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disintegrated and became a dead metaphor, like “the foot of  the 
����
�����
Photography is necessarily a medium that creates a deconstructive 
event. As an analytical medium, it is designed to create opinions, to 
delve beneath the foundations of  the visible with tools of  apparent 
sight.
Documents, by their very nature, were designed to create 
communication that will clarify the process of  the things they 
represent and their content. They are wrapped in some system, and 
contain text and diagrams or photographs.
Documents contain contracts and various undertakings, development 
processes, and the built-in possibility to keep track of  them. By their 
very existence, they furnish proof  of  the implementation and the 
order of  things.
Obviously, documents depend on some kind of  understanding of  
the document creator’s world, and embed the intention to allow 
another to study them. The preparation of  documents is effected 
by a clear system which examines, by its use, its inner spaces and its 
potential to progress towards the creation of  yet another document.
This is the formula: a simple rectangular photo that represents 
everyday existence, acquires a new, square format by means of  
another object—a device that lays itself  bare—after the addition of  
an orderly Hebrew text connected with an urban legend or some 
personal dream. It is translated into English, a translation that I can 
judge, and afterwards into Japanese, a translation which I accept.

The second story is about the goose that was fattened and fell ill, 
transmitting its disease to the food.



     ±∞∑/±∞∂

 ±ππ∞ ¨·È·‡ Ï˙ ÂÈ„ÂËÒ ¨˙ÈÊ ıÚÓ ÔÊÂ‡ ‡ÏÏ ¯ÂÓÁ

Earless Donkey from Olive Wood,  Tel Aviv Studio, 1990

  ±ππ∞ ¨·È·‡ Ï˙ ÂÈ„ÂËÒ ¨ÌÈÈÈ˘ ‡ÏÏ ‚ÏÊÓ

Toothless Fork,  Tel Aviv Studio, 1990



     ±∞μ/±∞¥

±ππ∞ ¨·È·‡ Ï˙ ÂÈ„ÂËÒ ¨ÌÈ¯Â¯Ù‚ ÔÂÈ¯·

Matchbox Tough Guy, Tel Aviv Studio, 1990
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 ˙Â‡ËÓÒ· ˙ÈÊ‰ ÈˆÚÂ ·ÂÏˆ‰ ˙ÂÓ„ ÌÚ ¯‡Â˜¯˜ Ï˘ ÔÂ˘‡¯‰ ˘‚ÙÓ‰ ÏÚ

 ∫Ô˙Â„ È„ ·˙ÂÎ ±π≤μ Ï˘ ‰˜È˙Ú‰ ¯ÈÚ‰

 ˙ÂÓ¯Ú ÈÙ ÏÚ ÂÏÈÈË ÂÈ„ÈÂ ¨¯‡Â˜¯˜ ·˘Á ¨‰„Â˜Ù Ï˘ ‚ÂÒ ‡È‰ ÌÈÏ˘Â¯È”

 ÂÈ‰ ÌÈ¯Á‡ ¨˙ÈÊ ÔÓ˘· ÂÏ·Ë ÂÏÈ‡Î Â˜‰· Ì˜ÏÁ Æ˙ÈÊ ıÚ· ÌÈÙÏÂ‚Ó ÌÈ·Ïˆ

 ˙È·ÈËÈÓÈ¯Ù „È· ˙ÙÏÂ‚Ó ‰˙ÈÈ‰ ·ÂÏˆ‰ Ï˘ Â˙ÂÓ„ Æ¯ÂÓÈ‚ È¯ÒÁÂ ÌÈÈÂ‰„

 ˙Â¯ÓÏ˘ ¨ÌÈÈÓÂ˜Ó ÌÈ‡ÎË Ï˘ ¨‰·‰‡ ˙¯ÒÁ ÈÏÂ‡  Â‡  ¨˙ÂÓÂÈÓ ˙¯ÒÁ

 ˙Â¯Â˜ÓÓ Ì‰Ï˘ ˙È¯ˆÂ‰ ‰˜ÈË˙Ò‡‰ ˙‡ Â·‡˘ Â˘È Ï˘ Âˆ¯‡· Â„ÏÂ˘

 ÆÌÈÈÙÂ¯È‡‰  ÌÈ·ÂÏˆ‰  Ï˘ ÌÈÚÂ¯‚  ÌÈÈÂ˜ÈÁ  ÂÈ‰  ‰‡¯˘ ÌÈ·ÂÏˆ‰  ÆÌÈ˜ÂÁ¯

 ıÚ˘ Ú„È ¯‡Â˜¯˜Â ¨˙ÈÊ‰ ıÚ ‰È‰ ‰Ï‡‰ ÌÈÈÂ˜ÈÁ· „ÈÁÈ‰ ÈÓÂ˜Ó‰ ¯·„‰

 Â˙Â‡ Â„Ó‚È ‡Ï˘Â ÌÈ˘ ˙Â‡Ó Â· „ÓÚ˘ ‰„˘· Â˙Â‡ ÂÙ¯˘È˘ ÛÈ„ÚÓ ˙ÈÊ

 Â‰˘Ó Ì‰Ï ‰È‰È˘ È„Î ¨ÌÈ¯ÈÈ˙Â Ï‚¯ ÈÏÂÚÏ ˙ÂËÂ¯Ù· ¯ÎÓ˘ ÔÂÏÒÙ ˙‚¯„Ï

 ˙‡ ÌÓ‰˘ ÔÂ˘‡¯‰ ¯·„‰ ÂÈ‰ ˙ÈÊ‰ ÈˆÚ ÆÌ‰È˙Âˆ¯‡Ï Â˙‡ ¯ÂÊÁÏ ˘Â„˜

 ¨ÌÈÎÂ„‰  ÏÚ  ˙ÂÂÚÓ‰Â  ÚÂ‚Ù‰  Ì·ˆÓ·  ¨ÂÈ˘ÎÚ  ÆÏ‡¯˘È  ı¯‡·  ¯‡Â˜¯˜

 ”ÆÂÏ ‰˘˜ Ì˙ÏÙ˘‰ ‰˙ÈÈ‰

Æ±¥ ’ÓÚ ¨®±ππ≥ ¨¯˙Î ∫ÌÈÏ˘Â¯È© Á¯ÈÏ Ô‡Î ÔÈ· ÍÂÙ‰ ˘ÏÂ˘Ó ÏÚ ¨Ô˙Â„ È„

 ¨¯ À̆ ΔÀ· Ã‰ Ï ΔÕ̆ Ã· ΔŸÎ Ô Õ‰Δ›Î Ã‰ ¯ÃÚÃ ‡À·» ¨ÁÃ·ŒÊ ÃÁÕ·›Ê ÷È œ‡–ÏΔÀÎ ÌÀÚ À‰–˙Œ‡ ¨ÌÈœ ⁄‰Δ›Î Ã‰ Ë Ãt Ÿ̆ œÓ»”

 ¯»¯ ÀtÃ·  «‡  ˙ ÃÁΔÃÏ ÃwÃ·  «‡  ¨„»cÃ·  «‡  ¯«i ΔœÎÃ·  ‰ΔÀÎ œ‰ŸÂ  Æ«„ÀÈ ΔŸ·  ÌœÈΔÃ Δœ̆ Ã‰  ÷¿ Ÿ̆  ‚ÕÏŸÊ ΔÃÓ Ã‰ŸÂ

 Ì À̆  ÌÈ œ‡ ΔÀ· Ã‰  Ï Õ‡À̄ Ÿ̆ œ È–ÏÀÎŸÏ  »◊⁄ÚÃÈ  ‰ÀÎΔÀÎ  Æ«a  Ô Õ‰Δ›Î Ã‰  Á ΔÃ̃ œ È  ¨‚ÕÏŸÊ ΔÃÓ Ã‰  ‰ŒÏ⁄ÚÃÈ  ¯ Œ̆ ⁄‡  ÏΔ›Î

 Æ”‰¿ œ̆ ΔŸ·

±¥≠±≥ ¨’· ’‡ Ï‡ÂÓ˘

הצילום¨  היות  לפני  שנים  עשרה  ארבע   ¨±∏≤∑ בשנת   Æאחד ובבריון  בגפרורים  מבט 

הפיק רוקח אנגלי בשם ג’ון ווקר ”מקלות מגופרית על�תחמוצתית” עצומים שגודלם 

 Æכיום לנו  המוכר  הגפרור  של  לאבותיו  נחשבים  הם   Æאחד כל  ס”מ®   π±© רגל  שלושה 

גפרורי גופרית קטנים שווקו לראשונה בגרמניה בשנת ≥≤∏±¨ אך היו מסוכנים ביותר¨ 

קרל  הציג   ±∏μμב�  Æ®האדום© האמורפי  הזרחן  המצאת  עם   ±∏¥μב� שנפתרה  בעיה 

 Æלינדסטרום משוודיה בפעם הראשונה את הגפרורים ה”בטוחים” העשויים זרחן אדום

Æגודלם צומצם ולמרות זאת הם היו מסוגלים לשאת על גופם הדק מרים משקולות

A late reflection on works from the series 
“Very Untitled,” 1990

Describing Krakauer’s first encounter with the olive trees and 

crucifix figure in the Old City [of Jerusalem] alleys of 1925, Dani 

Dothan writes: “Jerusalem is a type of commandment, thought 

Krakauer, his hands traveling across piles of crosses carved 

from olive wood. Some of them glittered as if they had been 

dipped in olive oil, others were faded and unfinished. Christ’s 

figure was carved with a primitive hand lacking skill, or possibly 

love, by local artisans who drew their Christian aesthetic from 

distant sources, although they were born in the land of Jesus. 

The crucifixes he saw were bad imitations of their European 

counterparts. The only local element about these imitations 

was the olive wood, and Krakauer knew that an olive tree would 

rather be burnt in the field where it stood for centuries than be 

dwarfed to the level of a statuette sold for pennies to pilgrims 

and tourists so they can have something holy to take back 

home. The olive trees were the first thing that struck Krakauer in 

Palestine. Now, in their stricken, distorted condition in the stall, 

their humiliation was hard to bear.”

Dani Dothan, On a Triangle Reflected between Here and the Moon (Jerusalem: 

Keter, 1993 [Hebrew]), p. 14; translated in: Ofra Rimon, “Foreword,” cat. Leopold 

Krakauer: Blessed are the Poor in Spirit (Haifa: Hecht Museum, 2005).

“And the custom of the priests with the people was, that, when 

any man offered sacrifice, the priest’s servant came, while the 

flesh was in seething, with a flesh-hook of three teeth in his 

hand; and he struck it into the pan, or kettle , or caldron, or pot; 

all that the flesh-hook brought up the priest took therewith. So 

they did unto all the Israelites that came thither in Shiloh.”

I Samuel 2: 13-14 (KJV)

A gaze at matches and the bully. In 1827, fourteen years before the 
existence of  photography, an English chemist named John Walker 
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each. They are considered the forerunners of  today’s widespread 
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1832, but were extremely dangerous, a problem that was solved 
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Swede Carl Lundstrom, exhibited safety matches made of  red 
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were still capable of  carrying a weightlifter on their thin bodies.



     ±∞≥/±∞≤

±π∏π ¨·È·‡ Ï˙ ÂÈ„ÂËÒ ¨˜˘ ÈÏ ÔÈ‡

I Carry No Arms, Tel Aviv Studio, 1989

±π∏π ¨·È·‡ Ï˙ ÂÈ„ÂËÒ ¨ÈÓˆÚ· È˙Ê¯‡

I Packed By Myself, Tel Aviv Studio, 1989



     ±∞±/±∞∞
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 ¨ÏÙ¯ÂÚÓ Ú„ÈÓ ˜¯ Ì„‡‰ È·Ï ˘È Â·˘ ÌÏÂÚ· ÌÂ˜Ó ‰ÊÈ‡Ï Ô‡ÎÓ ÒË È‡”

 Ì‰Ï ¯ÓÂ‡ È‡ Æ‰ÙÂÚ˙‰ ˙ÂÈÂ¯˘Ù‡Ï ÒÁÈ· ÏÏÎ Ú„ÈÓ Ì‰Ï ÔÈ‡ ÂÏÈÙ‡ Â‡

 ¯Â¯· ÆÈ˙ÈÚË˘ ÔÎ˙ÈÈ Ì‡‰ È˙Â‡ ÌÈÏ‡Â˘ Ì‰ ÆÆÆÓ Ì‰ÈÏ‡ È˙ÒË ‰˙Ú ‰Ê˘

 Ê‡ ÈÎ ¨‰ÒÙÂ˜· ÊÂ¯‡ È˙ÈÈ‰ ÂÏÈ‡© Æ‰¯Â˜ ¯·„‰ ÍÈ‡ ÔÂÎ ‚˘ÂÓ Ì‰Ï ÔÈ‡˘

 Ì‰Ï  ¯ÓÂ‡  ËÂ˘Ù  Ì‡  Æ®‰Ï·Â˙‰  ÔÙÂ‡Ï  ÒÁÈ·  È˙ÈÚË˘  È¯˘Ù‡  ‰Ê  ‰È‰

 ˙‡ Ì‰Ï ¯‡˙‡ Ì‡ Ï·‡ ¨Ì˙Â‡ ÚÎ˘È ‡Ï ÈÏÂ‡ ‰Ê ¨˙ÂÚËÏ Ï‚ÂÒÓ ÈÈ‡˘

 ÌÚÂ ÆÔÂÈ„Ï ÂÏÚÈ ‡Ï È‡„ÂÂ· Ì‰ ˙ÂÚË‰ ˙Â¯˘Ù‡ ˙‡ ÆÂÚÎ˙˘È ¨ÍÈÏ‰˙‰

 ‰ÊÈ‡˘ Â‡ ¨È˙ÓÏÁ˘ ≠ È· ÔÂÓ‡ Ì‰Ï ˘È Ì‡ Û‡ ≠ ÔÈÓ‡‰Ï ÌÈÈÂ˘Ú Ì‰ ˙‡Ê

Æ”˙‡Ê ÔÈÈÓ„Ï ÈÏ Ì¯‚ ÌÒ˜

 ¨®±π∏∂ ¨¯˙Î ∫ÌÈÏ˘Â¯È©  ˙ÈÏ‚¯Ó-ÔÓÏÂ‡ ‰„Ú ∫ÌÂ‚¯˙ ¨˙Â‡„ÂÂ‰ ÏÚ ¨ÔÈÈË˘‚ËÈÂ  ‚ÈÂÂ„ÂÏ

Æ±±∂ ’ÓÚ ¨∂∑± ÛÈÚÒ

±π∏π ¨·È·‡ Ï˙ ÂÈ„ÂËÒ ¨ÈÏ˘ ‰Ê

It’s Mine, Tel Aviv Studio, 1989

A late reflection on works from the series 
“Flight Security,” 1989

“I fly from here to a part of the world where the people have 

only indefinite information, or none at all, about the possibility 

of flying. I tell them I have just flown there from… They ask me if 

I might be mistaken.—They have obviously a false impression of 

how the thing happens. (If I were packed up in a box it would be 

possible for me to be mistaken about the way I have travelled). 

If I simply tell them that I can’t be mistaken, that won’t perhaps 

convince them; but it will if I describe the actual procedure 

to them. Then they will certainly not bring the possibility of a 

mistake into the question. But for all that—even if they trust 

me—they might believe I had been dreaming or that magic had 

made me imagine it.”

Ludwig Wittgenstein, On Certainty, trans. Denis Paul and Gem Anscombe 

(Malden, MA: Blackwell, 1969 [2003]), § 671, p. 89e.



     ππ/π∏

±π∏μ ¨·È·‡ Ï˙ ÂÈ„ÂËÒØÔÂ¯˘‰ ˙Ó¯ ¨Â˙È‚· ÏÈ„Â˜Â¯˜

Crocodile in Its Garden, Ramat Hasharon/Tel Aviv Studio, 1985

±π∏μ ¨ÔÂ¯˘‰ ˙Ó¯ ¨Â˙È‚· ˘Á

Snake in Its Garden, Ramat Hasharon, 1985



     π∑/π∂

 ±π∏μ  ¨·È·‡ Ï˙ ÂÈ„ÂËÒØ‰ÈÏˆ¯‰ ¨˘Â·„ ÛÂÁ  ¨‰ÏÈ‰˙ ÏÈ„Â˜Â¯˜ 

Crocodile Fame, Dabush Beach, Herzliya/Tel Aviv Studio, 1985
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המאפשרים  חיוביים  תלת�ממדיים  עכביש  קורי  לטוות  נוהג  אני  בצילום  בעיסוקי 

 Æלעצור ולהתבונן¨ בלי להידבק¨ כמו בהפוגה הנוצרת בשעת פתרון תשבץ

אפשר לדבר על צילום קונקרטי¨ אך המשגת צילום היא ניסיון נואש לייצר הסבר אמיתי 

בין פשר המושגים לבין המושג עצמוÆ המושג “מציאות“¨ באופנים של השימוש הבסיסי 

והאינסטרומנטלי¨ קשור למרבית השאלות שאדם שואל את עצמו מדי יום¨ עד שלא 

נשארת ברירה אלא לסבך אותו ולכתוש אותו עד דק¨ לייצר סדקים כדי שהמושג יגלוש 

מהם או יקרוס פנימה מעצמוÆ לחד�קרן יש קיום מובהקÆ אין איש בחדר ממוצע שאינו 

נדרש  ביניהם  ולהבחין  ו“אמת“¨  “קיום“  “ממשות“¨  כמו  מושגים¨  לתפוס   Æמהו יודע 

Æמאמץ רעיוני רב או נטישה וצניחה רכה

A late reflection on works from the series 
“Image Not Photo,” 1986

In the course of  my photographic activities I generally spin positive 
three-dimensional spiderwebs which enable pause and observation, 
without being stuck, like the lull that comes while solving a 
crossword puzzle.
One may talk about concrete photography, but the attempt to 
conceptualize a photograph is a desperate attempt to create a true 
explanation between the sense of  the concept and the concept 
itself. The notion of  Reality, in its basic and instrumental usage, is 
associated with most of  the questions a person asks himself  each 
day, until no choice remains but to complicate it and to pound it 
very thin, to create cracks in order that the concept should slide 
from them or implode on itself. The unicorn has an unmistakable 
existence. In an average room, everyone knows what it is. To 
grasp such concepts as “reality����existence���and “truth���and to 
distinguish between them, requires either a great mental effort, or 
ejection and gentle parachute landing.



     πμ/π¥

±π∏μ ¨·È·‡ Ï˙ ÛÂÁ ¨ÌÈÎÏÂ‰ ÌÈÏÏˆ

Walking Shadows, Tel Aviv Beach, 1985



     π≥/π≤

±π∏μ ¨·È·‡ Ï˙ ÛÂÁ ¨ÌÈ ·ÏÎ

Sea Dog, Tel Aviv Beach, 1985

±π∏μ ¨ÌÈ·È·‡ ‰ÂÂ ¨¯·„Ó ‰ÂÂ

Oasis, Neve Avivim Neighborhood, 1985

±π∏μ ¨·È·‡ Ï˙ ÛÂÁ ¨ÛÂÁ ÒÂ·ÂËÂ‡

Beach Bus, Tel Aviv Beach, 1985

±π∏μ ¨·È·‡ Ï˙ ÛÂÁ¨ ÛÂÁ ˙ÂÚ·‚

Beach Hills, Tel Aviv Beach, 1985



     π±/π∞

±π∏μ ¨·È·‡ Ï˙ ˙ÏÈÈË ¨‰ÓÏˆÓ ÌÚ ‚ÂÊ

Couple with Camera, Tel Aviv Promenade, 1985

±π∏μ ¨·È·‡ Ï˙ ÛÂÁ ¨‰˜ÒÁ ÌÚ ˘È‡

Man on a Surfboat, Tel Aviv Beach, 1985



     ∏π/∏∏

±π∏¥ ¨ÔÂ¯˘‰ ˙Ó¯ ¨Ô¯Â‡ ıÚ Ì„‚ ÏÚ È·¯Ú „Î

Arabic Jar on a Pine Stump, Ramat Hasharon, 1984
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 1986-1985���"
���ASA”

ושכונה¨  חצר  ובגדרות  בקירות  התחומה  בזירה  צילום  של  ארוכה  תקופה  לאחר 

Æהתעורר הצורך ליציאה¨ לשיטוט מצטלם

של    ®“Der Wanderer über dem Nebelmeer“© הערפלים  לים  מעל  הטייל 

אופציה מעניינת כשמתייחסים אליה מחוץ  נראה   ®Friedrich© פרידריך  דוד  קספר 

 øאביב תל  מחוף  וההתפעמות  הנשגבות  חוויית  את  לצופה  להעביר  ניתן  האם   Æלזמן

האם נשארה תקפות למושג ”נפש יחידה”ø באותה עת אני מקיים עיסוק מקביל של 

פעילות בתחום הסחורות והפרסוםÆ כלי הצילום המקצועיים משמשים מטרה מחוץ 

כלכלה  של  ענק  מערכות  בתוך  פעילות   Æבאמנות לעיסוק  מחוץ  שלי¨  לאינטרסים 

ותקשורת הדוחקות את הקונקרטי¨ את היומיומי¨ את המסומןÆ מקומם של המסומנים 

עולה¨ ועולם הכלכלה מאפשר היווצרות של בועות סימולקרה של מסמני כסף בהיקף 

 Æחריג

A late reflection on works from the series 
“Low ASA,” 1985-1986

After a long spell of  photography in an area circumscribed by walls, 
courtyard and neighborhood fences, the need awoke in me to go 
out, for a photographic wandering.
Caspar David Friedrich’s Der Wanderer über dem Nebelmeer 
(‘The Wanderer above the Sea of  Fog’) seems to be an interesting 
option when viewed from outside time. Can one convey to the 
observer the experience of  the sublimities and thrilling experiences 
of  the Tel Aviv seashore? Does the term “unique soul��retain its 
validity? At the same time, I carry on a parallel activity in the ���� 
of  merchandise and publicity. The professional photographic tools 
serve a goal outside my interests, outside my artistic activity, within 
a giant system of  economics and media that pushes the concrete, 
the everyday, the 	�*����� aside. The place of  the 	�*�����	 rises, 
and the economic world enables the creation of  simulacrum 
bubbles of  money 	�*�����	 of  an exceptional scope.



     ∏∑/∏∂

±π∏¥ ¨ÔÂ¯˘‰ ˙Ó¯ ¨¯Â·¯·‰ ÔÁÏÂ˘

Swan Table, Ramat Hasharon, 1984



     ∏μ/∏¥

±π∏¥ ¨ÔÂ¯˘‰ ˙Ó¯ ¨‰Ò¯ÂÎ‰ ÏÚ ˙·ÊÈÏ‡

Elizabeth on the Couch, Ramat Hasharon, 1984

±π∏¥ ¨ÔÂ¯˘‰ ˙Ó¯ ¨˙·¯‡ ÒÂÙ˙Ï ÍÈ‡

How to Catch a Rabbit, Ramat Hasharon, 1984



     ∏≥/∏≤

±π∏¥ ¨ÔÂ¯˘‰ ˙Ó¯ ¨˙ÈÓÏ˘Â¯È Ô·‡ ÏÚ ÁÈË·‡

Watermelon on Jerusalem Stone, Ramat Hasharon, 1984



     ∏±/∏∞

±π∏≥ ¨Â˜ÒÈÒ¯Ù ÔÒ ¨‰¯ÙÚ‰¯Ó˙

TamaraOfra, San Francisco, 1983

±π∏¥ ¨ÔÂ¯˘‰ ˙Ó¯ ¨‰’ˆÏ‚ÓÏÈÙ

ElephantSlide, Ramat Hasharon, 1984



     ∑π/∑∏

±π∏¥ ¨ÔÂ¯˘‰ ˙Ó¯ ¨ÔÂÏÁ ÏÚ ‰¯Ó˙

Tamara on a Window, Ramat Hasharon, 1984

±π∏¥ ¨ÔÂ¯˘‰ ˙Ó¯ ¨ÔÈÎÒÂ ÛÂÚ-ÈÚ·¯ ‰˘ÂÏ˘

Three Chicken’s Legs and a Knife, Ramat Hasharon, 1984



     ∑∑/∑∂

±π∏¥ ¨ÔÂ¯˘‰ ˙Ó¯ ¨‰Ê‡ÂÂ· ÌÈÓÂ„‡ ÌÈÙÈÈÒ

Red Gladioli in a Vase, Ramat Hasharon, 1984
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 ¨”ÌÈÈ‡Ó‰” ˘‚¯‰ ˙ÚÙÂ  ̇¯Â˜Ó ˙‡ ¯È‡‰Ï „ÈÂ¯Ù ˘˜·Ó ”ÌÈÂ‡Ó‰” Â¯Ó‡Ó·

 ¨ÍÎÏ ÈËÈÏ‡ÂÎÈÒÙ‰ ¯·Ò‰‰ Æ‰„¯Á ¯¯ÂÚÓ ˙‡Ê ÌÚÂ ¨ÚÂ„ÈÂ ¯ÎÂÓ Â˙ÂÈ‰·

 ÍÂ˙Ó  ¨ÌÓÂÈ˜  ÏÚ  ÌÈÊÓ¯˘  ÌÈ„ÈÁÙÓ  ÌÈÎ˙  ˙˜Á„‰  ‡Â‰  ¨„ÈÂ¯Ù  ÈÙ–ÏÚ

 „ÈÂ¯Ù  ÆÌÂÈ‡‰  ˙‡  ÌÈ¯¯ÂÚÓ  ¨˙ÈÏ‡È¯‰  ˙Â‡ÈˆÓ·  ÌÈÈÂÙˆ  ‡Ï  ÌÈ˘‚ÙÓ

 ¨ÌÈ¯Á‡  Ï˘Â  ÂÏ˘  ˙ÂÈÓÂÈÓÂÈ  ˙ÂÈÂ˘Á¯˙‰  ÍÂ˙Ó  ‰ÚÙÂ˙‰  ˙‡  ÌÈ‚„Ó

Æ˙Â¯ÙÒ‰ ÍÂ˙ÓÂ ÌÈÈ‚ÂÏÂÎÈÒÙÂ ÌÈÈ¯ÂËÒÈ‰ ¨ÌÈÈ‚ÂÏÂÙÂ¯˙‡ ÌÈ¯˜ÁÓÓ

 ˜ÊÈ‡ ÌÈÈÁ ∫ÌÂ‚¯˙ ¨˙Â¯Á‡ ˙ÂÒÓÂ ‚ÂÚ‰ ÔÂ¯˜ÚÏ ¯·ÚÓ ∫ÍÂ˙· ”ÌÈÂ‡Ó‰” ¨„ÈÂ¯Ù „ÂÓ‚ÈÊ

 Æ≥∞≠∑ ’ÓÚ ¨®±π∏∏ ¨¯È·„ ∫·È·‡ Ï˙©

צילומי בית מנסים לאתר מבעוד מועד את צעדי ה”בובה אולימפיה” ואת תוכניותיו 

של  ”איש החול” בפינות הבית ובחצרות ולהתחקות אחריהםÆ התצלומים¨ המציפים 

באותה מידה את ”המוכר והלא מוכר”¨ את ”מה שהיה אמור להיות נסתר אך יצא אל 

  Æ”האור”¨ הם¨ בנוכחותם¨ סוג של ”סוד שהתגלה

שתי  לתוכן  ממזגות  והן  ביתי”¨  ו”שאינו  ”ביתי”  התודעה¨  את  מקדימה  ההוויה 

Æמשמעויות מנוגדות הקורסות לרעיון אחד ≠ המוכר והמודחק

A late reflection on works from 1985 (from 
an exhibition at the Tel Aviv Museum of 
Art, curator: Micha Bar-Am)

In his essay “The Uncanny,” Freud endeavors to shed light 

on the source of the phenomenon of the “uncanny” — the 

known and familiar, which nevertheless provokes anxiety. The 

psychological explanation for this, according to Freud, is the 

repression of frightening contents hints of whose existence, 

in the course of unexpected encounters in reality, invoke the 

threat. Freud exemplifies the phenomenon by reference to his 

and others’ daily experiences, to literature, and to anthropological, 

historical, and psychological studies.

Sigmund Freud, “The Uncanny” [Das Unheimliche], trans. James Strachey, 

Standard Edition, vol. 17 (London: Hogarth Press, 2003), pp. 217-252.

 

Home photographs attempt to trace in good time the steps of  “the 
doll Olympia��and the plans of  the “Sandman��in the corners of  
the house and in the yards, and to trace them. The photographs, 
which equally !��� “the canny and the uncanny����that which was 
supposed to have been hidden, but which was revealed�� are, by 
their very presence, a kind of  a “secret revealed��
Being precedes consciousness, “homely���das Heimliche) and “unhomely� 
(das Unheimliche). Together they merge two contrasting 	�*��������	 
which are compressed into a single notion—the familiar and 
repressed.



     ∑μ/∑¥

±π∑π ¨˜¯ÂÈ ÂÈ ¨‚Ê-‚ÈÊ ¯·‚

 Zigzag Man, New York,1979

±π∑π ¨˜¯ÂÈ ÂÈ ¨˙˜‰ÙÓ ‰¯ÈÚˆ 

Young Girl Yawning, New York, 1979

 ÈÊÎ¯Ó ÔÈÈÙ‡ÓÎ ˙ÈÎ¯Ú–„Á‰Â ˙ËÏÁÂÓ‰ ˙Â‡ÈˆÓ‰ ‚˘ÂÓ ˙‡ ÌÈ‡Â¯ Ì‡”

 ˙Â·ÈˆÓ  ˙ÂÈ¯„ÂÓ–ËÒÂÙ  ˙ÂÒÈÙ˙  ¨Â„‚Î˘  È¯‰  ¨˙ÂÈ¯„ÂÓ  ˙ÂÒÈÙ˙  Ï˘

 ˙Á‡  ˙Î¯ÚÓ  Â˘Â¯ÈÙ  ˙ËÏÁÂÓ  ˙Â‡ÈˆÓ  Ï˘  ‰ÓÂÈ˜  Æ˜Á˘Ó‰  ‚˘ÂÓ  ˙‡

 ÔÂÈÚ¯  ÆÔÓÊ  ÏÎ·Â  ÌÂ˜Ó  ÏÎ·  ÔÙÂ‡  Â˙Â‡·  ‰Ù˜˙˘  ¨˙ÂÈ·˙Â  ÌÈ˜ÂÁ  Ï˘

 Æ˜Á˘Ó‰ Ï˘ ıÂÁÂ ÌÈÙ ÔÈ· ˙ÈÒÈÒ· ‰Á·‰ ÁÈÓ ¨˙‡Ê ˙ÓÂÚÏ ¨˜Á˘Ó‰

 ˙ÂÈ‰Ï ®ÌÈ·ÈÈÁ ‡Ï ÈÎ Ì‡© ÌÈÏÂÎÈ ˙ÂÈ·˙Â ÌÈ˜ÂÁ ¨˜Á˘Ó‰ ·Á¯Ó ÍÂ˙·

 ‰‡ÏÓ ˙ÂÈ‰Ï ‰ÏÂÎÈ È˘Â‡‰ Ô˜Á˘‰ Ï˘ ˙Â·¯ÂÚÓ‰Â ¨ÌÈ˜ˆÂÓÂ ÌÈÈË¯‰Â˜

 ÌÈ˜Á˘Ó  ¯ÂÙÒÈ‡  ÔÈ·Ó  „Á‡  ¨’˜Á˘Ó  ˜¯  ‰Ê’  ıÂÁ·Ó  ÌÏÂ‡  Æ˙ÙÁÂÒÂ

 ‡ÂÙ‡ ¯˘Ù‡Ó ˜Á˘Ó‰ ‚˘ÂÓ ÆÂÏ˘Ó ÌÈ˜ÂÁ Ì‰Ó „Á‡ ÏÎÏ˘ ÌÈÈ¯˘Ù‡

 ¨˙ÂÂÎ  ˙ÂÈ‰Ï ˙ÂÏÂÎÈ  ÔÏÂÎ˘ ˙Â¯˙ÂÒ Û‡Â ˙ÂÂ˘ ÌÈ˜ÂÁ ˙ÂÎ¯ÚÓ Ï·˜Ï

 Ú‚¯ ÏÎ· ˙ÈËÂÂÏ¯ Ô‰Ó ÂÊÈ‡ Ú·Â˜˘ ÈÓ Æ¯Á‡ ˜Á˘Ó Ï˘ ¯˘˜‰· ˙Á‡ ÏÎ

 ÌÈ˘È‚˘ ‰Ï‡ ÔÈ·Ó ¯Á‡ Â‡ ‰ÊÎ ¯˘˜‰ ¯ÂÁ·Ï ÏÂÎÈ˘ ¨È˘Â‡‰ Ô˜Á˘‰ ‡Â‰

   ”ÆÂ¯Â·Ú

 ÌÊÈ¯„ÂÓËÒÂÙ  ∫ÍÂ˙·  ¨”’ÊËÒÈÊ˜‡’  Ë¯Ò·  È˙·Î˘–·¯  ˜Á˘ÓÎ  ˙Â‡ÈˆÓ‰”  ¨·„-Ô·  ·‡ÂÈ

 Æ±≤≤≠π≥ ’ÓÚ ¨®≤∞±∞ ¨ÒÂÓÈËÙÂ‡ ∫·È·‡ Ï˙© ·Ï‡Î ÌÈÈÁ ∫Í¯ÂÚ ¨ÚÂÏÂ˜·

על�פי   Æ”ה”קומפלמנטריות או  רעיון ה”השלמתיות”  את  הפיזיקאי הציג  נילס בוהר 

מציאות האובייקט  יכולת התיאור האנושי אינה מספקת כדי להקיף את  רעיון זה¨ 

©כמו  תיאורים פיזיקליים שונים  לפיכך¨   Æ”כפי שהיא באמת” הפיזיקלי בשלמותה 

מרגע שנעשתה   Æשלכל אחד מהם חוקים משלו הם מעין משחקים  החלקיק והגל® 

קבועים וברורים שבמסגרתם  ”חוקי משחק”  ישנם  מסוים¨  הבחירה בהקשר ניסיוני 

יש לתאר את האובייקטÆ אבל מלכתחילה¨ הצופה האנושי הוא הבוחר בהקשר ניסיוני 

כזה או אחר¨ והבחירה שלו היא הקובעת אילו חוקי משחק ≠ למשל¨ שפה חלקיקית או 

שפה גלית ≠ רלוונטיים לתיאור המציאות מבחינת האלקטרוןÆ “הצופה הקוונטי¡ עומד 

אפוא בפני אותו מצב כמו השחקן הפוסט�מודרניÆ אין מערכת חוקים אמיתית אחת 

ויחידה¨ ולכן אפשר לבחור בכל רגע מבין מערכות חוקי משחק שונות ומנוגדותÆ אבל 

מרגע שנעשתה הבחירה¨ יש לקבל את חוקי המשחק שלה ולפעול על�פיהם כאילו הם 

Æהתיאור האותנטי והמדויק של המציאות

“If we consider the concept of absolute and single-valued 

reality as a central characteristic of modern perceptions, then 

in contrast, post-modernist perceptions present the theory of 

the game. The existence of an absolute reality signifies a single 

system of laws and patterns that is equally valid in all places 

and at all times. Gamer theory, on the other hand, posits a basic 

distinction between interior and exterior of the game. Within 

the game space, laws and patterns can be coherent and rigid, 

although not necessarily so, and the involvement of the human 

player can be full and sweeping. However, from the outside “it 

is only a game,” one of countless possible games each with its 

own laws. Game theory thus allows for the adoption of different 

and even contradictory law systems, which can all be valid, each 

one in the context of another game. The one who determines 

which of them is relevant at any given time is the human player, 

who can choose this or that context from among those which 

are accessible to him.”

Yoav Ben Dov, “Reality as a Multi-Layered Game in the Film ‘eXistenZ’,” in Haim 

Calev (ed.), Postmodernism in the Cinema (Tel Aviv: Optimus, 2010), 

pp. 93-122 [Hebrew].

Physicist, Niels Bohr, formulated the principle of  “complementarity� whereby 

the human capacity for description is not 	�������
 to encompass the 

reality of  the physical object in its entirety, “as it really is���Consequently, 

varied physical descriptions (e.g. of  the particle and the wave) are types 

of  games in which each has its own laws. From the moment the choice 

has been made on a given experimental context, there are set and clear 

“game laws��within whose framework the object has to be described. But 

from the outset, the human observer is the one who selects this or that 

experimental context, and his choice is what determines which laws of  

the game are used—for example, particle language or wave language—

relevant to the description of  reality from the standpoint of  the electron. 

“The quantum observer� is thus faced with the same situation as the 

postmodernist player. There is no single and absolute system of  laws, and 

therefore one may choose, at any given moment, from among varied and 

contrasting game law systems. .But once the choice is made, one must 

accept the laws of  the 	+����� game and adhere to them as if  they were 

the authentic and exact description of  reality.



     ∑≥/∑≤

±π∑π ¨˜¯ÂÈ ÂÈ ¨‰„Â¯Â ˙¯·‚

Pink Lady, New York, 1979



     ∑±/∑∞

±π∑∏ ¨˜¯ÂÈ ÂÈ ¨Ô˘Ú ˘È‡

Smoked Man, New York, 1978

±π∑∏ ¨˜¯ÂÈ ÂÈ ¨˘Ó˘ ÌÂÈ

Sunny Day, New York, 1978
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 ‚˘ÂÓ· Â˙ÂÂÎ ‰ÓÏ Æ’ÈÏ‡È¯ ÙÂËÂÂ¯Î’ ‚˘ÂÓ· ÌÈ˜¯ÙÏ ˘Ó˙˘Ó ÔÈËÎ· ˛ÆÆÆ¸”

 ¨˙È·· ÌÈ¯¯Â‚˙Ó ÌÈ˘‡ ’˙ÈÏ‡È¯’‰ ˙Â‡ÈˆÓ·˘ ÍÎÏ Â˙ÂÂÎ˘ ÔÎ˙ÈÈ  ø‰Ê

 ÌÈ„ÚÂÒ ¨ÌÈ· ÌÈ‚ÈÏÙÓ ¨ÌÈÎ¯„· ÌÈÚÒÂ ¨·ÂÁ¯· ÌÈÎÏ‰Ó ¨¯ÎÈÎ‰ Ï‡ ÌÈ‡ˆÂÈ

 ÌÈÏÏÙ˙Ó ¨„¯˘Ó· ÌÈ„·ÂÚ ¨Ò„¯Ù· ÌÈÏÈÈËÓ ¨ÔÂÏÓ ˙È·· ÌÈÏ ¨‰„ÚÒÓ·

 ÏÎ  Æ‰ÓÂ„ÎÂ  ‰ÏÂ‚‰  ˙Âˆ¯‡Ï  ÌÈ„¯ÂÈ  ¨Ï‡¯˘È  ı¯‡Ï  ÌÈÏÂÚ  ¨˙ÒÎ  ˙È··

 ˘È‚¯Ó Ì„‡ ∫¯Â·È„Â ˙Â‚‰˙‰ Ï˘ ÔÂ‚Ò ·ˆÚÓ ‰Ï‡‰ ˙ÂÓÂ˜Ó‰ ÔÓ „Á‡

 ¯Â·È„ ¨¯ÈÚ‰ ˙Â·ÂÁ¯· ‚‰˙ÓÂ ˘È‚¯Ó ‡Â‰  ̆Í¯„Î ‡Ï Ú·Ë‰ ˜ÈÁ· ‚‰˙ÓÂ

 ÈÊÂ‡ ÏÚ ˘ÁÂÏ‰ Ì„‡ Ï˘ ¯Â·È„Ó ‰Â˘ ¯ÎÈÎ· ÔÂÓ‰ ÈÙÏ Ì‡Â‰ Ì„‡ Ï˘

 ˙Â‚‰˙‰‰ ÈÒÂÙ„Â ¨ÂÓˆÚÏ Ï‚ÒÓ Ì„‡‰˘ ÌÈ„È˜Ù˙‰ Æ‰ÓÂ„ÎÂ  ¨Â˙·Â‰‡

 ˙ÂÂ‚Ò  ¨˙Â‚‰˙‰‰  ˙ÂÂ‚Ò  ÆÌÂ˜ÓÏ  ÌÂ˜ÓÓ  ÌÈ˙˘Ó  ¨ıÓ‡Ó  ‡Â‰˘

 ‰Ê  Æ’ÌÈÈÏ‡È¯‰  ÌÈÙÂËÂÂ¯Î’Ï  Ì‡˙‰·  ÌÈ˘ÓÓ˙Ó  ¨ÌÈÈ˙¯·Á‰  ÌÈÚ‚Ó‰

 ¨’‰ÈÂÂ‰‰ Ï˘ Û˙Â˘Ó‰ ÚÂ¯È‡‰’ ˛ÆÆÆ¸ ¨ÔÈËÎ· Ú·Ë˘ ÁÂÓ· ¯ÎÊÈ‰Ï ÌÂ˜Ó‰

  Æco-being of being

 ÂÈ˘ ‰¯Â·Á˙‰ ÈÚˆÓ‡ ˙ÂÁ˙Ù˙‰Â ÂÓÊ-˙· ÌÈÂÓ‰‰ ˙¯Â˘˜˙ ÈÚˆÓ‡

 ÈÈÁ  Ï˘ ’ÈÏ‡È¯‰ ÙÂËÂÂ¯Î‰’  ˙‡ ÂÁ˙ÓÂ  Ì„‡‰ Ï˘ ·Á¯Ó‰ ˙˘ÂÁ˙ ˙‡

 Ô·ÂÓ·  ÆÌÈÓ„Â˜‰  ˙Â¯Â„‰  È·Ï  ÌÈ¯ÎÂÓ  ÂÈ‰  ‡Ï˘  ˙ÂÏÂ·‚Ï  „Ú  ÌÂÈÓÂÈ‰

 ¨˙Á‡ ‰ÂÚ·Â ˙Ú· ÌÈÂ˘ ˙ÂÓÂ˜Ó· ‡ˆÓÈ‰Ï ÏÂÎÈ ÂÓÊ-Ô· Ì„‡ ¨ÌÈÂÒÓ

 ÂÈ‰˘ ‰Ï‡Ó ÍÂ¯Ú ÔÈ‡Ï ˙Â·¯ ÂÏ˘ Ú„ÈÓ‰ ˙ÙÏÁ‰Â ˙¯Â˘˜˙‰ ˙ÂÈÂ¯˘Ù‡Â

 ˛ÆÆÆ¸ ÌÈÓ„Â˜‰ ˙Â¯Â„‰ È·Ï

 ÔÈÚ‰ ÔÓ ˙ÂÈÂ·Á ˙ÂÎ¯ÚÓ ‰· ˙Â·ÏËˆÓ˘ ÔÈÚÏ ‰ÈÂÏ‚ ‰„Â˜ ‡Â‰ ÌÂ˜Ó ˛ÆÆÆ¸

 ¨ÏÂÂÈ„Ò  È¯·  Ï˘  ÂÁÂÒÈ  ÈÙÏ  ÆÌÈÏ‚¯‰Â  ˙ÂÈÂ·ÈÂÁÓ  Ï˘  ¨ÔÂËÏ˘Â  ÁÂÎ  Ï˘

 ÔÂÈÒÈÏ È¯ÂËÒÈ‰‰ ÔÂÈÒÈ‰ ÔÈ· ˙ÂÎÂÂ˙Ó˘ ˙ÂÈ˙¯·Á‰ ˙Â¯‚ÒÓ‰’ Ô‰ ‰Ï‡

 ¨ÔÂËÏ˘‰ ˙Â„ÒÂÓ Ï˘ ÌÈÈ·ÈË˜ÏÂ˜‰ ÌÈ·ÈË¯· ˙Â‚ÂÚÓ‰ ˙Â¯Âˆ ¨ÈË¯Ù‰

 ¨ËÙ˘Ó ¨ÌÈ‚‰Ó© ˙È˙¯·Á‰ ‰ÈÈ˘Ú‰ Ï  ̆ÌÈÓÏ  ̆˙Â„  ̆˙ÂÙÈ˜Ó‰ ˙ÂÎ¯ÚÓ

 ˙Á‡ ‡Â‰ ˛ÆÆÆ¸ Â˜ÂÙ Ï˘ ’ÔÂ˜ÈËÙÂ‡-Ô‡Ù’‰ Æ’®‰ÓÂ„ÎÂ ‰È‚ÂÏÂ˙ÈÓ ¨Ú„Ó ¨˙„

” ˛ÆÆÆ¸ ’ÈÏ‡È¯ ÙÂËÂÂ¯Î’Ï ˙Â‡Ó‚Â„‰

 ÔÓÊ‰ ˙Â¯Âˆ ¨ÔÈËÎ· ÏÈ‡ÎÈÓ ∫ÍÂ˙· ¨”ÔÈËÎ· ÏÈ‡ÎÈÓ Ï˘ ÌÂ˜Ó‰Â ÔÓÊ‰” ¨ÔÂÓÈ¯ ‰Ï‰

 ∫Ú·˘ ¯‡·Â ‰„Â‰È ̄ Â‡© ÔẪ ¯Ó ‰È„ ∫ÌÂ‚¯  ̇̈ È̇̄ ÂËÒÈ‰ ‰ È̃Ë‡ÂÙ ÏÚ ‰ÒÓ ∫ÔÓÂ̄ · ÙÂËÂÂ̄ Î‰Â

 ¨˙ÈÏ‡¯˘È‰Â ˙È„Â‰È‰ ˙Â·¯˙‰Â ˙Â¯ÙÒ‰ ¯˜ÁÏ ÌÈ¯˘˜Œ‰ ÔÂÎÓÂ ¯È·„

 Æ≤∏∑≠≤∏∂ ’ÓÚ ¨®≤∞∞∑ ¨·‚· ÔÂÈ¯Â‚-Ô· ˙ËÈÒ¯·ÈÂ‡

A late reflection on works from New York, 
1977-1980

“[...] Mikhail Bakhtin occasionally uses the term ‘actual 

chronotope.’ What does he mean by that term? Possibly, that 

in ‘actual’ reality people live at home, go out to the city square, 

stroll in the streets, drive along the roads, sail the sea, dine in 

restaurants, stay in hotels, stroll in the orchard, work in the 

office, pray in a synagogue, immigrate to Israel, emigrate to the 

Diaspora, and so forth. Each of these places establishes a style 

of speech and behavior: a person feels and acts differently in 

nature and in the city streets; the speech of a person addressing 

a mass crowd in a square differs from that of a person whispering 

in the ears of his beloved, and so on. The roles and patterns of 

behavior which a person adopts change from place to place. 

The styles of behavior, the styles of social interaction, unfold 

in accordance with the ‘actual (time-space) chronotopes.’ This 

is the place to recall the expression coined by Bakhtin, ‘the co-

being of being.’

The mass media of our day and the development of public 

transportation, have transformed people’s sense of space and 

stretched the ‘actual chronotope’ of daily life to limits unknown 

to previous generations. In a sense, a person of our day can 

be present in different places at one and the same time, and 

his abilities of communication and information exchange are 

immeasurably superior to those of previous generations [...]

[…] Place is a clearly visible point in which invisible systems 

of power and government, obligations and habits, intersect. 

According to Barry Sandywell, they are the ‘social frames 

which mediate between historical experience and individual 

experience, forms which are enshrined in the collective 

narratives of the governing institutions, systems that embrace 

whole fields of social activity (customs, law, religion, science, 

mythology, etc.).’ Foucault’s ‘Panopticon’ [...] is one example of 

an ‘actual chronotope’. […]”

Helena Rimon, “Mikhail Bakhtin’s Time and Place,” in: Mikhail Bakhtin, Forms of 

Time and Chronotope in the Novel (Tel Aviv & Beersheva: Dvir & Heksherim—

The Research Institute for Jewish and Israeli Literature and Culture, Ben-Gurion 

University of the Negev, 2007), pp. 286-287 [Hebrew]
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±π∑μ ¨Â˜ÒÈÒ¯Ù ÔÒ ¨‰ÓÙ‰Â ˙ÂÈˆ ˙Â„Â‡ ÏÚ

About Obedience and Internalization, San Francisco, 1975

±π∑μ ¨Â˜ÒÈÒ¯Ù ÔÒ¨ ‰ÓÙ‰Â ˙ÂÈˆ ˙Â„Â‡ ÏÚ

About Obedience and Internalization, San Francisco, 1975
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±π∑μ ¨˜¯ÂÈ ÂÈ ¨Â˘ÂÓÈÓÂ ÈÂÂÈ‡

The Desire and Its Fulfillment, New York, 1975

בין  המכונית  למרִכוז  רשויות  הוראת  הוכתבה  למדתי¨  שבה  עיר  פרנסיסקו¨  בסן 

אותי  דרבנה  רשויות  של  בהסדרים  היחיד  של  התלות   Æומשמאל מימין  הסימנים 

להשתית סימנים של בית ספר רעיוני לחניה¨ תרגול עקרוני של מודל ליישום הסדרים 

Æסמכותיים של החברה

כמו בשלב האופרציות המוחשיות לפי פיאז’ה¨ המתרחש בגיל ∑¨ כישורים כמו הבנת 

מתקשים  זה  בשלב   Æחלשה עדיין  המופשטת  החשיבה  אך  נרכשים¨  הטרנזיטיביות 

 Æבייחוד במשימות של פרופורציה¨ ולצורך הבנתה נועד מודל הלימוד

In San Francisco, the city where I studied, the instruction of  the 
authorities was written centering the car between the signs on the 
left and right. The individual’s dependence on the arrangements 
of  authorities prompted me to create signs of  a notional school 
for parking, a fundamental exercise of  a model for implementing 
authoritarian arrangements of  society.
As in the stage of  the concrete operations according to Piaget, taking 
place at the age of  7, abilities such as understanding Transitivity 
are acquired, but abstract thinking is still weak. At this stage, tasks 
relating to proportion are still found to be particularly �������
, and 
the learning model is designed for the sake of  understanding this.
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±π∑μ ¨˜¯ÂÈ ÂÈ ¨Â˘ÂÓÈÓÂ ÈÂÂÈ‡

The Desire and Its Fulfillment, New York, 1975

 

±π∑μ ¨˜¯ÂÈ ÂÈ ¨Â˘ÂÓÈÓÂ ÈÂÂÈ‡

The Desire and Its Fulfillment, New York, 1975
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±π∑μ ¨Â˜ÒÈÒ¯Ù ÔÒ ¨˙ˆÓÁÂÓ ˙ÚÏÂ˙Â ıÚ ÁÂÙ˙

The Apple and the Lost Worm, San Francisco, 1975

 ‰„ÓÚ ÍÂ˙Ó ¨≤μ Ô· ¯ÈÚˆÎ ¨¯Â‚ ˘‚È ‰¯ÂÚÙ‰ ˘Ù‰ È˜ÓÚÓ ˙ÈÈ‚ÂÒ Ï‡

 ¨˜¯ÂÈ  ÂÈ©  Â˘ÂÓÈÓÂ  ÈÂÂÈ‡  ¨Â˙„Â·ÚÏ  ‡ˆÂÓ‰  ˙Â„Â˜  Æ˙ÈÏÂÈˆ¯  ˙È¯˜ÁÓ

 ÈÂÂÈ‡‰  ˙‡  ˜ÙÒÏ  Ô˙È  Ì‡  ‰Ï‡˘‰Â  ”È˘ÙÂÁ  ÔÂˆ¯”  ‚˘ÂÓ‰  Ì‰  ¨®±π∑μ

 ¨È˘ÙÂÁ ÔÂˆ¯Ï ÈÂÂÈ‡ ÔÈ· ¯˘  ̃¯Â‚ Æ‰·È˘ÁÏ ıÂÁÓ ˙ÈÓÂÈ  ̃‰Ú¯Î‰ ˙ÂÚˆÓ‡·

 ¨È„ÒÂÓ-È¯ÂËÒÈ‰-È˙¯·Á ¯˘˜‰Ï È‡È‡˜‡Ï‰ ‚˘ÂÓ‰ ˙‡ ÛÈÙÎ‰Ï ˘˜È·Â

 Ï˘ ˙Â‚‰˙‰ ÔÂÁ·Ï ˙˘˜·Ó‰ ‰ÏÂ·Á˙ ≠ ˙È‚ÂÏ ‰ÚË Ï˘ ˙È·˙· ˙‡Ê

 ÌÂÁ˙Ó  ‰„Â·Ú  ÈÏÎÂ  ÈÂÒÈ  ˙¯‚ÒÓ·  ¨ÌÈÂÒÓ  ÌÂÁ˙Ó  ˙ÂÚÙÂ˙  Â‡  ÌÈË¯Ù

 ˙ÓÚÈ  ‰˙ÂÚˆÓ‡·Â  ¨Í˘Ó‰·  Ì‚  ¯Â‚  ˙‡  ˘Ó˘˙Â  ·Â˘˙  ÂÊ  ‰ËÈ˘  Æ¯Á‡

Æ˙ÈÏÒ˜Â„¯Ù ‰˜È˙‡ ÌÚ ˙È‚ÂÏ ˙ÂÈ˜˙

 ˙ÂÏÚ‰Ï ®ÈÂÂÈ‡© „ÈÓ˙ÓÂ Ê‡Ó ‰ˆ¯˘ ¨®Ë˜ÈÈ·ÂÒ‰© ÔÓ‡‰ ¨ÌÏÂˆÓ‰ ÈÂÒÈ·

 ˙È„Ó ÔÈÈ·”©  ‚È„ÏÈ· ËÈÈËÒ-¯ÈÈÙÓ‡‰ ‚‚ ÏÚ ˙È˙Ù¯ˆ Ô‡Â¯ËÈÒ ˙ÈÂÎÓ

 ˙‡ ‡ÏÓÓ ‡Â‰ Æ‰‚ÒÙ‰ ˙‡ ˘·ÂÎ ¨®˜¯ÂÈ ÂÈ ˙È„Ó Ï  ̆‰ÈÂÈÎ ≠ ”‰È¯ÙÓÈ‡‰

 ®ÂÒÈÎ·˘ ˙È¯ÂË‡ÈÈÓ‰ ˙ÈÂÎÓ‰©  ÌÈÈÓˆÚ ˙ÂÁÂÎ·  ˘ÂÓÈ˘ ÍÂ˙ Â˘˜Â·Ó

 ·Á¯Ó· Æ®˙ÈÒÁÈ ‰ÏÂÊ ˙ÈÏÚÓ© ‰È¯ÙÓÈ‡‰ Â˙Â˘¯Ï ‰„ÈÓÚ‰˘ ÌÈÚˆÓ‡·Â

 Æ‰È¯ÙÓÈ‡‰ ˙‡ ‰˘·Î ˙È˙Ù¯ˆ‰ ˙ÈÂÎÓ‰ ¨¯ÒÁ‰ ˘ÂÓÈÓ Ï˘Â ÈÂÂÈ‡‰ Ï˘

 Æ˙ÂÎÓÒ‰ ÏÚ· Ï˘ ÁÂÎ‰ ˙Â¯Â˜Ó ÏÚ ˙¯Ú¯ÚÓ ‡È‰Â ¨‰ÁÎÂ‰‰ ÔÓ‡‰ È„È·

‰Ê ‚ÂÏË˜· ±∑ ßÓÚ Â‡¯

As a young man of 25, Ganor turned to explore the wide open 

soul from a rational scholarly stance. The points of departure 

for his work The Desire and Its Fulfillment (New York, 1975) were 

the concept of “free will” and the question whether desire may 

be satisfied via an existential decision outside thought. Ganor 

tied desire to free will, attempting to subordinate the Lacanian 

notion to a social-historical-institutional context, using the 

structure of a logical claim—a device striving to explore the 

behavior of individuals or phenomena from a specific field, as 

part of an experiment and with tools taken from another field. 

This system will recur and serve Ganor later on, to pit logical 

correctness against paradoxical ethics.

In the photographic experiment, the artist (the subject), who

had always wanted (desire) to raise a French Citroen to the 

roof of the Empire State (New York State’s nickname) Building, 

conquers the peak. He fulfills his wish using his own powers 

(the miniature car in his pocket) as well as the means put at his 

disposal by the Empire (a relatively cheap elevator). In the space 

of desire and realization of the lack, the French car conquers 

the Empire. The artist has the proof for it, and it undermines the 

power sources of the dominator. 

See p. 190 in this catalogue
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±π∑μ ¨Â˜ÒÈÒ¯Ù ÔÒ ¨˙ˆÓÁÂÓ ˙ÚÏÂ˙Â ıÚ ÁÂÙ˙

The Apple and the Lost Worm, San Francisco, 1975
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האם אני מדבר עם אירוע שהתרחש או מייצר אותו¨ תופס תמונה¨ עושה תמונהª איפה 

ההקשרים  מה   ªצילום שנקרא  במדיום  עוסק  יצרן¨  מייצר¨  מתעד¨  נוכח¨  בעסק∫  אני 

לתחום הגדול שנקרא אמנותª היכן האמירה¨ היכן הרוצה להיאמר¨ מהו הייחוד של 

עשייתי האמנותיתø דברים מתרחשים באקראי על רצף של זמן¨ הזדמנות שהוחמצה 

Æמעל כל אלה עומד המדע ששלח לנו מצלמה שיכולה לדוג פיסה קטנה Æכבר איננה

נקודת המוצא בכל העבודות היא הקדימות האתית ©במובן של אתוס — צורת חיים¨ 

באקראיות  ומזדמנת¨  המזמנת  בחוויה  ביומיום¨  עיסוק   Æהחשיבה לפני  התנהגות® 

ולא  בלומר  עיסוק  לכורסה¨  מעבר  בחשיבה  האישית¨  ההתנסות  בחשיבות  הקיום¨ 

Æבנאמר

מוצא  נקודת  היא  שלמה  מתולעת  גרועה  בתפוח  תולעת  שחצי  העממית  האבחנה 

השטח¨  פני  את  לגרד  שנועדו  כלים  הם  כנשגב¨  נמוך  וגבוה¨  נמוך   Æלעבודה עממית 

לפצוע אותו¨ ליצור סדקים עוד לפני גמר הבניין ומסירת המפתח¨ הם שריטה בקליפה 

התרבותית הדקה שהיא מעשה נאצלÆ אולי זה התחיל בציורי המערות¨ בריאליזם של 

 Æגוסטב קורבה ובוודאי מתקיים בקולנוע על�פי  אנדרהֶ באזן

הדובר¨ מספר הסיפור¨ הוא סוג של אינסטלטור באוברול המתכונן לחומרת מעשה 

מקור   Æ®לידע הציפייה  את  פניו  על  ומבכר  החטא  משקל  את  מבין  ©כנראה  הנגיסה 

הוכחה   — ומצולמים  רשומים  מוחלטים¨  הם  המתואר  המקרה  ותקפות  הסמכות 

חסרת פניותÆ בתוך התפוח יש בורג¨ התפוח מוצג בבחינת קלישאת טבע דומםÆ אם 

משנה  של  סוג  לנקוט  צורך  יהיה  ברגים¨  להתקיים  עלולים  שבתפוחים  הידיעה  צפה 

Æזהירות בתפוחים

A late reflection on works from 1975

Am I speaking about an event that occurred, or am I creating it, 
capturing a picture, making a picture; where am I in all this: present 
at the scene, documenting, manufacturing, creating, engaged in the 
medium called photography; what are the associations with the 
*���
������������	�O�
5��������	�
���	
�
����
5��������	�
�����	�����
thing to be said; what is unique about my artistic activity. Things 
occur at random along a time sequence, a missed opportunity is no 
longer there. On top of  all these there stands Science that sent us a 
���������+�'����� ���	���*���
����
��%�+�����
The point of  departure for all the works is the ethical aspect (in 
the sense of  ethos, form of  life, behavior, being) that precedes 
thought. Dealing with the everyday, with an experience that invites 
yet comes one’s way, with the randomness of  existence, with the 
importance of  the personal experience, with thought outside the 
������	��� �
�����������5�������*���
�����
�
��	�%��������
����
�
has been said.
The popular perception that half  a worm in an apple is worse than 
a whole one, is a popular point of  departure for a work. High and 
low, low and sublime, are tools designed to scratch the surface, 
to wound it, to create cracks even before the completion of  the 
building and handing over the key. They are a scratch on the thin 
cultural skin which is a noble act. Perhaps it began with the cave 
drawings, with the realism of  Gustave Courbet, and certainly exists 
in André Bazin’s cinema.
The speaker, the narrator, is a kind of  plumber in overalls preparing 
to undertake the serious act of  gnawing (apparently conscious 
of  the weight of  the sin and preferring over it the expectation 
of  knowledge). The source of  authority and the validity of  the 
depicted event are absolute, recorded and photographed—proof  
that is unbiased, impartial.
Inside the apple there is a screw, the apple is presented as a kind of  
inanimate cliché of  nature. If  the news surface that in apples there are 
liable to be screws, it will be necessary to treat apples with extra caution.
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עבודות מוקדמות RealityTrauma   
(part I)
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≤∞∞∂ ¨‚ÏÂÙ ˙¯ÂÓ˘ ¨ËÚÓÎ

Almost, Poleg Nature Reserve, 2006

≤∞∞π ¨‰Â˜˙ Á˙Ù ¨ÌÈ‡·Î ÌÈÓÂ‡˙

The Twin Firefighters, Petach Tikva, 2009



≤∞∞π ¨‰Â˜˙ Á˙Ù ¨˙¯ËÂ˘Â ˘‡ ÚÂ¯È‡

Fire Event and a Policewoman, Petach Tikva, 2009

≤∞∞π ¨ÔÂ¯˘‰ ˙Ó¯ ¨ıÂ·Ï ÏÙ Ô·Ï ÒÂÒ

The White Horse Fell in the Mud, Ramat Hasharon, 2009
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≤∞∞π ¨·È·‡ Ï˙ ¨¯Â· ÌÈ¯ÙÂÁ

Digging the Hole, Tel Aviv, 2009

≤∞∞π ¨ÔÂ¯˘‰ ˙Ó¯ ¨˘Á˘ÂÁ ÒÂÒ

Marmalade Orange Horse, Ramat Hasharon, 2009
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≤∞∞∑ ¨‚ÏÂÙ ˙¯ÂÓ˘ ¨ÌÈÈÓ‡ÈÒ‰ ÌÈÓÂ‡˙‰

The Siamese Twins, Poleg Nature Reserve, 2007

≤∞∞∑ ¨‚ÏÂÙ ˙¯ÂÓ˘ ¨˙¯Ù¯ÙÁ

Mole, Poleg Nature Reserve, 2007
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 ·‡ ˙‡ Ï‡˘ ÈÎ Ì‰Ó „Á‡ ¯ÙÒÓ Í¯„· Æ¯‰‰ ÔÓ ·¯Ú ÌÚ ÌÈ„¯ÂÈ  ‰· Â˜ÒÚ˘ ÌÈ‡ÎË‰ È˘Â ¨‰ÓÈ˘Ó‰

 ÈÎ ÌÈÈ˘‰ ÌÈÈÁ·Ó Ú‚¯ Â˙Â‡· Æ‰·Â˘˙Ó ˜ÓÁ˙‰ ‰Ï‰ Í‡ ¨‰ÓÈ˘Ó‰ ÌÏ˘Â˙ ¯˘‡Î Â˘ÚÈ ‰Ó ¯ÊÓ‰

 ÆÆÆ‰Ê ¯Á‡ ‰Ê· ÌÈÓÏÚÂ ÌÈ·Î ÌÈÓ˘· ÌÈ·ÎÂÎ‰

 ˘˜·Ó  ‡Â‰  ‡˜Ù˜Ï  Â¯Â˘È˜  ˙ÂÚˆÓ‡·Â  ¨®Walser©  ¯ÊÏ‡Â  Ë¯·Â¯  Ï˘  ”ÌÏÂÚ‰  ÛÂÒ”  ÍÂ˙Ó  ËÂËÈˆ·

 ÆÊÎ¯Ó· ÌÈÈÁ‰ ˙ÈÈÚ·” ¨®Rosenzweig© ‚ÈÂÂˆÊÂ¯ Ï˘Â „ÈÂ¯Ù Ï˘ Ì˙Â‚‰· ˙ÈÊÎ¯Ó ‰Ó˙ ÏÚ ÚÈ·ˆ‰Ï

 ‡È‰Â ¨Â‰˘ÏÎ ¯·„Ï ˙ÂÎÈÈ˘ Â‡ ˙È· ¨‰ÁÙ˘Ó ‡Ï ¨ÌÈ¯Â‰ ÔÈ‡ ¯ÊÏ‡Â Ï˘ Â¯ÂÙÈÒ· ‰„ÏÈÏ Æ”ÌÈÈÁ‰ ÈÎÎÂ˙·

 ‡È‰ ÆÈ˘Â‡‰ ÌÈÈÁ‰ ·Á¯Ó Ï˘ ÌÈÈÂˆÈÁ‰ ÂÈ˙ÂÏÂ·‚ Ï‡ ÚÒÓ ≠ ÌÏÂÚ‰ ÛÂÒ ˙‡ ˘ÙÁÏ ˙‡ˆÏ ‰ËÈÏÁ‰

 È¯ÂÁ‡Ó  ¨¯ÂÁ‡Ó  Æ·Ú¯Ï  Â‡  Í˘ÂÁÏ  ¨„ÁÙÏ  ¨ÌÈ˘‡Ï  ¨˙ÂÚÙÂ˙Ï  ‰˙Ú„  ‰˙  ‡Ï  ¨˙ÂÏÈÏÂ  ÌÈÓÈ  ‰ÎÏ‰

 ¨‰‰Â·‚ ‰ÓÂÁÎ ÌÏÂÚ‰ ÛÂÒ ˙‡ ‰ÓˆÚÏ ‰¯‡È˙ ‰ÏÈÁ˙ ÆÂ˙Â‡ ‡ˆÓ˙˘ ‰·˘Á Ì˘ ¨ÛÂÒ· È¯Ó‚Ï ¨ÏÂÎ‰

 ‰Ú„È ‡Ï ‰ÓˆÚ ‡È‰˘ ¯·„Î Â‡ ÌÂÏÎ ‡ÏÎ ¨‚ÂÚ Ï˘ ÌÈÎ ¨Ì‚‡Î ¨˜Â¯È ÂÁ‡Î ¨‰˜ÂÓÚ ÌÂ‰˙Î ÍÎ ¯Á‡

 ¨‰ÚÈ‚‰ ‡Ï ÌÏÂÚ‰ ÛÂÒ Ï‡ Í‡ ¨ÌÈ¯‰Â ÌÈ¯Â˘ÈÓ ¨ÌÈÓ‚‡ ÈÙ ÏÚ ‰„ÏÈ‰ ‰ÎÏ‰ ÌÈ˘ ‰¯˘Ú ˘˘ ÆÂ‰Ó

 ÈÎ ‰„ÏÈÏ ¯Ó‡Â ¨”ÌÏÂÚ‰ ÛÂÒ” Ì˘· ‰ÂÂÁ ¯ÈÎ‰ ‰˘‚Ù˘ ¯ÎÈ‡ Æ„Â‡Ó „Ú ÂÓÓ ‰˜ÂÁ¯ ‰˙ÈÈ‰˘ ‰‡¯Â

 Ïˆ‡ ¯Â‚Ï ‰¯‡˘Â  ¨”ÌÏÂÚ‰ ÛÂÒ” Ï‡ ‰„ÏÈ‰ ‰ÚÈ‚‰ ÚÒÓ‰ ÔÓ ‰˘Â˘˙ Æ‰Ú˘ ÈˆÁ ÍÂ˙· Ì˘Ï ÚÈ‚˙

 ‰˙ÈÈ‰  ÈÎ  „ÂÚ  ‰ÎÏ‰  ‡Ï  ‰„ÏÈ‰Â  ¨‰˙Â‡  Â·‰‡  ÌÏÂÎ  ¨˙ÂÓ‡·  ˙¯˘ÏÂ  ˙ÂˆÈ¯Á·  „Â·ÚÏ  ¨ÌÈ¯ÎÈ‡‰
≤∞Æ˙È··

 Ï˘© ‰Ê‰ È„ÂÁÈÈ‰ Û„ÂÚ‰ ÔÈ· ˙ÈÈÚÓ ‰˜ÈÊ ¯ËÒ ÚÈˆÓ ”˙ÂÈ¯ÏÂ‚ÈÒ Ï˘ ‰˜È˙‡ ˙‡¯˜Ï” ˜¯Ù·

 ¯ËÒ  ÆÌÂÏÈˆ‰  Ï˘ ÌÂË˜ÂÙÏ  ÌÂÈ„ÂËÒ‰ ÔÈ·  ’˙¯‡·  Ô‡ÏÂ¯  Ï˘ Â˙Á·‰ ÔÈ·Ï  ®˙ÂÚÓ˘Ó ÈÙ  ÏÚ  Û˜Â˙

 ¨È‡‰  ˙‡  ÌÈÂÂ‰Ó‰  ÌÈÈÂ‰ÈÊ‰  ˙¯„Ò·  ¯ÚÙ  ˙ÂÈÓˆÚ  ‰ÎÓ  ‚ÈÂÂˆÊÂ¯˘  ¨˙ÈÏÂ‚Ò‰  ˙ÂÎÈ‡‰  ˙‡  ¯˘˜Ó

 Ú‚Â· ‡˜Ù˜ ÏÚ ÌÂÏ˘ Ï˘ ÂÈ¯·„Ï ≠ Ï‡Èˆ¯ÙÈ„ ÏÚÎ ÂÈÏÚ ¯·„Ó ÈÏÓÈÒÈËÈÈÙÈ‡‰ ÁÈ˘‰ ÔÓ ‰Ï‡˘‰·Â

 ÍÂ˙· ‰ÈˆÊÈÏÂ·ÓÈÒÏ Ô˙È ÂÈ‡˘ Û„ÂÚ ˙ÂÚ„ÂÓÏ ‰ÏÚÓ ÌÂË˜ÂÙ‰ Æ˙ÂÚÓ˘Ó ‡ÏÏ Û˜Â˙ Ï˘ Â˙„Ó˙‰Ï

 ¯˙Â˘ Û„ÂÚ ¨˙È¯‡˘ Â· ˙Ú‚Â ‰ÂÓ˙‰ ÔÓ ‰ÏÂÚ ‡Â‰ ¯˘‡ÎÂ ¨‰·‰Ï ˙˙È ·Â¯-ÈÙ-ÏÚ ‡È‰˘ ¨˙Â˘ÓÓ
≤±ÆÌÂÈ„ÂËÒ‰ ˙‡ Â˙‡È¯˜Ó

 ÌËÂ˘ÈÙÂ ÌÈ¯ÂÎÊ‡ ¨ÈÏ‚ÚÓ‰Â ·Î¯ÂÓ‰ ÔÂ¯˜ÈÚ‰ ÔÈ· ·Ï˘Ó ”ÌÈÎÓÒÓ”· ÈÏÒ˜Â„¯Ù‰ ‰ÏÓÒ‰‰ ÚÙÂÓ

 Æ˙Â˘¯ÙÂ ÌÂ‚¯˙ Ï˘ ÌÈÚÓ È˙Ï·‰ Ì‰ÈÏÂ˙ÙÂ ¨”ÒÙ‡ ‰‚¯„”Ï ÌÂÏÈˆ‰ ˙Â„ÏÂ˙Â ÌÈÈÓÓÚ ÌÈÒÂ˙ÈÓ Ï˘

 Æ˘ÂÚ‰Â  ÈÂ˙ÈÙ‰  ¨ÔÂÓ„˜‰  ‡ËÁÏ  ˙ÈÙ˙  ÌÚ  ‰ÈˆË¯Ù¯ËÈ‡  ‡Â‰  ±≤∑  ’ÓÚ  ˘Á  ¯ÂÚÓ  ·˜Ú  ÏÚ  ÏÓÒÓ  È‡

 ¨‰˘È‡‰ Ï˘ ÈÂ˙ÈÙ ÈÚˆÓ‡Ï ÍÙÂ‰ ÂÏ˘ ˘ÂÚ‰ Í‡ ¨ÂÂÁ‚ ÏÚ ÏÁÊÈÂ ÂÈÏ‚¯· ˘Ú ¨‰˘È‡‰ ˙‡ ‰˙ÈÙ˘ ˘Á‰

 ÈÙÏ˘© ÔÈ˙ ÌÏÂˆÓ ‰ÂÓ˙· Í‡ ¨ÈÂ˙ÈÙ· ÍÂ¯Î ˘Á‰ ·Â˘Â Æ˘Á ¯ÂÚÓ ·˜Ú ÈÏÚ ÏÚ ‰ÈÏ‚¯ ˙‡ ‰‰È·‚Ó‰

 Æ˙ÈÈ„ÂÏ· ‰‡Ù È„È ÏÚ ˙‚ˆÂÈÓ ‰˘È‡‰Â ¨®‡ËÁ‰ Ì¯Ë ÌÈÈÏ‚  ̄ÏÚ· ¨ÔÂÓ„˜‰ ˘Á‰ ‡Â‰ ˙ÂÓÈÂÒÓ ˙ÂÈÂ˘¯Ù

 ˘ÈËÙ ÔÈ·Ï ‰ÙÂ‡ ÌÂÏÈˆ· ˙ÈËÒÈ˘ÈËÙ‰ Â˙˘È‚ ÔÈ· ÈÂ¯È‡ ¯Â·ÈÁ ¨ÔÂËÂÈ ËÂÓÏ‰ Ï˘ ÌÂÏˆ˙ ÏÚ ÛÂ‡-˜ÈÈË

 ÏÓÒÓ È‡ ÆÔÂÓ„˜‰ ÈÂ˙ÈÙ‰ Ï‡ ˜Á¯‰ ‡Ï‡ ¨È¯„ÂÓ‰ ÈÂ˙ÈÙ‰ Ï‡ ˜  ̄‡Ï ˘ÈËÙ‰ ¯Â˘È˜Â ¨ÌÈÈÏÚÏ ÌÈ˘ Ï˘

 ÏÚ˘ ¨¯‡Â˜¯˜ Ï˘ ¯ÂÙÈÒ ÏÚ ÒÒÂ·ÓÂ ¨˙ÙÏÂ‚Ó ˙¯ÎÊÓ Ï˘ ‰ÏÂ‚Ï‚ ÏÚ ‰Ê‡¯Ù¯Ù ‡Â‰ ±≤∂ ’ÓÚ ÌÈ˜ÂÙ„ ÌÈ˙ÈÊ

 ÒÒÂ·Ó ±≤μ ’ÓÚ ‰˙ÈÙ ÏÏÁ ÏÓÒÓ È‡ Æ˙ÙÏÂ‚Ó ‰Â˜È‡Ï ÍÂÙ‰Ï ¯˘‡Ó ‰„˘· Û¯˘È‰Ï ÛÈ„ÚÓ ˙ÈÊ‰ ıÚ ÂÈÙ

 ‰¯ÂÓ˙‰ ˘ÂÓÈÓ ÆÈÂÏÈÓÏ È˘ÙÂÁ ¯˙Â ¯‡˘‰ ÏÎÂ ¨‰˙ÈÙ‰ ¯Â·Ú ÌÈÓÏ˘Ó ¯˘‡Î ¨ÏÙ‡ÏÙ ˙¯ÈÎÓ ˙ËÈ˘ ÏÚ

 ÍÙÂ‰Â ÌˆÓËˆÓ ¨ÈÙÂÒÈ‡ ˘ÂÓÈ˘ ‰¯Â‡ÎÏ ¯˘Ù‡Ó‰ ¨‰˙ÈÙ ÏÏÁ Æ¯ÂÁ‰ ÏÂˆÈ ˙ÂÚˆÓ‡· ‰˘ÚÓÏ Úˆ·˙Ó

 Ì˙È¯· ÔÓÊ ˙‡ Ì‚ ˙·ˆÂ˜‰ ¨¯ÂÁ‡Ï ‰¯ÈÙÒ Æ‰˙Â‡ ‰ÏÎÓ ‰˘ÂÓÈÓ˘ ‰ÏÂÏÁ ‰ÁË·‰ ª‰ÒÈ‚‰ ÌÚ ÈÙÂÒ

 ¨ÔÂÏÈÈ· ˙ÂÊÂ¯‡ ˙Â˙ÈÙ ˙ÏÈ·Á È¯ÂÁ‡Ó ÌÈ·ˆÈ‰ ¨ÌÂÏˆ˙·˘ ˜ÈËÒÏÙ‰ ÔÂÏÒÙ· ÌÈ‚ˆÂÈÓ‰ ‰ÏÎ-Ô˙Á‰ Ï˘

 Æ‰Â˙Á ˙‚ÂÚ Ï˘ Ì¯˜‰ ˙‚ÒÙ ÏÚ ÌÓÂ˜ÓÏ ‰·ÈË¯ËÏ‡Î

 ÆÈÓÒÂ˜‰ ÏÏÁÏ Ì‚Â ‚Â¯‰‰ ¨˙Ó‰ ˙ÂÚÓ˘ÓÏ Ì‚ ¨Ô·ÂÓÎ ¨ÊÓ¯Ó ”¯ÂÁ” ‡ÏÂ ”ÏÏÁ” ‰ÏÈÓ· ˘ÂÓÈ˘‰

 ‰ÈÓ„‰‰ ¨˙ÓÏ˘ÂÓ‰ ‰¯˜ÏÂÓÈÒ‰ Ï  ̆Ô·¯Â  ̃¨ÏÏÁ ‰ÏÙ ˙Â‡ÈˆÓ‰ ¨®Baudrillard© ¯‡È¯„Â· Ï  ̆Â˙˘ÈÙ˙Ï

 Ï˘ ÌÈÚˆÓ‡· È˙ÈÓ‡ ÔÓÊ· ˙ÓÏ˘ÂÓ ÌÂ˜È‰ Ï˘ ‰È¯ÂËÒÈ‰‰” Æ˙Â˘ÓÓ-¯ÙÈ‰‰ ¨È˘ÓÓ Ò¯Ù¯ ‰Ï ÔÈ‡˘

 „¯‡ÈÏÈÓ ‰Ú˘˙” ¨˜¯‡Ï˜ ÆÈÒ ¯Â˙¯‡ Ï˘ ¯ˆ˜‰ ¯ÂÙÈÒ‰ ˙‡ ¯‡È¯„Â· ÌÎÈÒ ÍÎ ¨”˙ÈÏ‡ÂË¯ÈÂ ‰È‚ÂÏÂÎË

 ≤≤ÆÈ˘ÓÓ‰ Áˆ¯ ≠ ”ÌÏ˘ÂÓ‰ Ú˘Ù‰” ‰ÈÎ˘ ‰ÓÏ ‰Ó‚Â„Î ‡È·‰ Â˙Â‡˘ ¨®±πμ≥© ”ÌÈ‰ÂÏ‡‰ Ï˘ ˙ÂÓ˘‰

 ‰˜ÈÒÚ‰ ‰˙‚˘Ó‰Â ¨˙Â·Î¯ÂÓ ˙ÂÈÂ˘¯ÙÂ ˙ÂÂÂ‚Ó ˙Â˘ÈÙ˙ ¨ÌÈ·¯ ˙ÂÓ˘ ˙Â‡ÈˆÓÏ Ì‚ ÌÈ‰ÂÏ‡Ï ‰ÓÂ„·

 ”ÈËÈÏ‡È¯” ÁÂÓ· ˘ÂÓÈ˘‰ ÆÌÈÂ˘‰ ‰¯ÈˆÈ‰ ÈÓÂÁ˙ ˙‡Â ÌÈÚ„Ó‰ ˙‡ ¨‰ÈÙÂÒÂÏÈÙ‰ ˙‡ „ÈÓ˙ÓÂ Ê‡Ó

 ¨”ÏÂ„‚‰  Á‡‰”  ¨˙ÂÈ¯ÏÂÙÂÙ‰  ÂÈ˙Â‡Ò¯‚Ó  ˙Á‡·˘  ÈÂÈÊÈÂÂÏË‰  ¯‡’Ê‰  ˙‡  Ì‚  ¨Ô·ÂÓÎ  ¨¯ÎÊ‡Ó  ˙È¯·Ú·

 ‚ÂÒ ¨”‰ÂÈÏÚ ‰Á‚˘‰” ÔÈ·Ï ®ÍÂÂ˙Ó ÂÈ‡Â ÌÈÂ·Ó ÂÈ‡˘ ¨¯È˘È‰© ”È˙ÈÓ‡‰ ÌÏÂÚ‰” ÔÈ· ·ÂÏÈ˘ ˙Â‡¯Ï Ô˙È

 ÆÏ‰˜‰Â ‚ÈËÈÈ¯‰ ¨‰˜Ù‰‰ ˙ÂÓ„· ÌÏÂ‚Ó‰ ¨ÌÈ‰ÂÏ‡ Ï˘

 ÏÚ  ‰˘  ˙Â‡Ó  ‰ÓÎ  ‰Ê  ‰È‡ÏÓÈ‰‰  È¯‰·  Ì˘-È‡  ÌÈË·ÈË  ÌÈ¯ÈÊ  ÌÈ„˜Â˘  ˜¯‡Ï˜  Ï˘  Â¯ÂÙÈÒ·

 ÈÙÏÂ ¨ÌÈ˘ ÛÏ‡ ¯˘Ú ‰˘ÈÓÁÎ Ì‰Ï Â˘¯„ÈÈ Ì˙·È˙ÎÏ ÆÌÈ‰ÂÏ‡ Ï˘ ˙ÂÓ˘‰ ÏÎ Ï˘ ‰ÎÂ¯‡ ‰ÓÈ˘¯ ˙Î‰

 ˙¯·ÁÓ ÔÈÓÊÓÂ ÍÈÏ‰˙‰ ˙‡ ¯ˆ˜Ï ËÈÏÁÓ ¯ÊÓ‰ ·‡ ÆÂˆ œ̃  Ï‡ ÌÏÂÚ‰ ÚÈ‚È ‰ÓÈ˘Ó‰ ÌÏ˘Â˙˘Î ¨Ì˙ÂÓ‡

 ¨Ì˙ÂÓ‡ ÈÙÏ ¨ÌÈ·Î¯ÂÓ ÌÈÈ˙ÈÓ‡‰ ˙ÂÓ˘‰© ˙ÂÓ˘‰ ˙ÓÈ˘¯ ˙‡ ¯˙ÂÈ ¯‰Ó ÒÈÙ„ÈÂ ·˘ÁÈ˘ ¨·˘ÁÓ IBM

 ˙ÓÏ˘ÂÓ ‰ÙÂˆ¯ ‰„Â·Ú Ï˘ ˘„ÂÁÎ ¯Á‡Ï Æ®˙È·-ÛÏ‡‰ ˙ÂÈ˙Â‡ Ï˘ ÌÈÈ¯˘Ù‡ ÌÈÙÂ¯Èˆ „¯‡ÈÏÈÓ ‰Ú˘˙Ó

Æμμ ’ÓÚ ¨Ì˘ Æ±π

 ÔÈÁ·‰ ‡Ï˘ ˘È‡ ¨¯ÊÏ‡Â Ë¯·Â¯ Æ≤∞

 ∫·È·‡ Ï˙© Ô‰Î‰ Ô¯ ∫ÌÂ‚¯˙ ¨¯·„ ÌÂ˘·

Æ±μ≠±≥ ’ÓÚ ¨®≤∞±∞ ¨ÌÈÏÚÂÙ ˙ÈÈ¯ÙÒ

Æ∏∂≠∏μ ’ÓÚ ¨±∏ ‰¯Ú‰ ÏÈÚÏ ¨¯ËÒ Æ≤±

 Jean Baudrillard, The Vital Æ≤≤

 Illusion (New York: Columbia UP,

 ¨·È·‡ Ï˙ ÂÈ„ÂËÒ ¨‰˙ÈÙ ÏÏÁ ÏÓÒÓ È‡

 ±ππ∞

 Ï˙ ÂÈ„ÂËÒ ¨ÌÈ˜ÂÙ„ ÌÈ˙ÈÊ ÏÓÒÓ È‡

 ±ππ∞ ¨·È·‡

 ÂÈ„ÂËÒ ¨˘Á ¯ÂÚÓ ·˜Ú ÏÚ ÏÓÒÓ È‡

±ππ∞ ¨·È·‡ Ï˙

2000), p. 42.



     ≤μ/≤¥

 ÌÈÎ˙‰ ˙‡ ¯È„Ò˙Â ¯È‰·˙˘ ˙¯Â˘˜˙ Ï‡ÈˆËÂÙ ¯È·‚‰Ï Â„ÚÂ ÌÈÎÓÒÓ Æ±±¥≠±∞π ’ÓÚ ®±ππ∞© ”ÌÈÎÓÒÓ”

 ˙Â¯˘˜˙‰ ÈÊÂÁ Ì‰· ˘È ¨ÌÈ¯ÂÈ‡Â ÌÈËÒ˜Ë ÌÈÏÈÎÓ Ì‰ ¨ÌÎÒÂÓ ËÓ¯ÂÙ Ì‰Ï ˘È ÆÌ˙ÂÚˆÓ‡· ÌÈ‚ˆÂÈÓ‰

 ÆÌÈ¯Á‡ ÌÈ¯·„ Ï˘ Ì˙Â‡ˆÓÈ‰Ï ‰ÁÎÂ‰ ÌÈÂÂ‰Ó Ì‰ ÌÓÂÈ˜ ÌˆÚÓ ÆÔ‰˘ÏÎ ˙ÂÈÂ·ÈÈÁ˙‰ ¯·„· ˙ÂÓÎÒ‰Â

 ¨”È‡Â  ÒÁ¯Â·”  ¨ÒÁ¯Â·  Ï˘  ‰„‡Ê¯Á˘  ÂÓÎ  ¨ÂÓˆÚÏ  ˜¯  ÒÁÈÈ˙È˘  ¨È‚ÂÏÂËÂ‡Ë  ÍÓÒÓ  ÁÈ  Ì‡  ‡Ï‡©

 ¨˘‡¯Ó ‰ÚÂ·˜ ‰¯Â„ˆÂ¯Ù· ÌÂÏÈˆ ¯ÂˆÈÏ ¯Â‚  ˘˜·Ó ”ÌÈÎÓÒÓ” ‰¯„Ò· Æ®ÂÈ·˙Î ÔÈ· ˙ÂÙÒÂ  ˙Â‡ÏÂÏÂ

 ¨‰¯Â¯· ‰ËÈ˘· ‰˙˘Ú ÌÈÎÓÒÓ‰ ˙Î‰ ˙„Â·Ú Æ”˙¯˙ÂÎ ‡ÏÏ „Â‡Ó” ¨˙Ó„Â˜‰ ‰¯„ÒÏ ¯È˘È Í˘Ó‰Î

 ‰„Â·Ú‰ ˙ÁÒÂ ÆÛÒÂ ÍÓÒÓ ¯ˆÈÈÏ ‰˙ÏÂÎÈ ≠ ‰Ù˜Â˙ ˙‡Â ÌÈÈÓÈÙ‰ ‰È·Á¯Ó ˙‡ ˙ÁÂ· Ì‚ ‰˙ÏÚÙ‰˘

 ËÓ¯ÂÙ·  ÌÈÂ·Ó  ¯ÂÙÈÒ  Ï˘ ÛÒÂ  ÌÂÏÈˆ  ¨·ÁÂ¯Ï  Ó”Ó  ≥μ  ËÓ¯ÂÙ·  ÈÓÂÈÓÂÈÂ  ËÂ˘Ù ¯È˘È  ÌÂÏÈˆ  ∫˙ÏÏÂÎ

 ÌÂÏÈˆ‰ ÔÓ ¯Á·˘ ·ÈÎ¯Ó Â˙Â‡ ÌÚ ÔÂ˘‡¯‰ ÌÂÏÈˆ‰ Ï˘ ˘„ÁÓ ÌÂÏÈˆ ÆÂÎÂ˙Ó ËÓÏ‡ ˙¯ÈÁ·Â ÈÚÂ·È¯

 ‰„‚‡· Â¯Â˜Ó˘ ¨¯È„ÒÓ ËÒ˜Ë ˙ÙÒÂ‰ ∫‰ÏÂ·Á˙‰ ÏÂË¯Ú ÛÒÂ·Â ¨˘„Á ÈÚÂ·È¯ ËÓ¯ÂÙÏ ¯·ÚÓÂ ¨È˘‰

 ‰„ÈÙ˜Ó ‰„Â·Ú‰ ˙ÁÒÂ Æ˙ÈÙÈÏ ÍÎ ¯Á‡Â ˙ÈÏ‚‡Ï ÌÂ‚¯˙Ï ËÒ˜Ë‰ ˙¯·Ú‰ ¨È˘È‡ ÌÂÏÁ· Â‡ ˙È·¯Â‡

 ‡Ï˘ ÌÈÚˆÓ‡· ˘ÂÓÈ˘Â ¨‰¯Ê‰Â „Â·ÈÚ ÈÎÈÏ‰˙· Ì˙·Î¯‰ ¨ÌÈÓÈ‰Ó È˙Ï· Ú„ÈÓ ˙Â¯Â˜Ó· ˘ÂÓÈ˘ ÏÚ

 ˙ÂÎÓÒ ÏÎ ‡ÏÏ ¨‰‡¯Î ¨ÌÈ˜Ù˜ÂÙÓ ÌÈ¯ˆÂÈÓ‰ ÌÈÎÓÒÓ‰ ÆÂËÂÙÈ˘ÏÂ ÔÓ‡‰ Ï˘ ˙¯Â˜È·Ï ÌÈ˙È Á¯Î‰·

Æ˙È˘ÓÓ ˙ÈÂˆÈÁ

 ¨ÔÂÂÎÓ ‡ÏÂ  ÈÚ·Ë ÔÙÂ‡· ÏÓÒÓ Ì„‡‰ ÈÎ  ‚ÂÈ  Ï˘ Â˙ÚËÏ ÒÁÈÈ˙‰· Æ±≤∑≠±≤μ ’ÓÚ ®±ππ∞©  ”ÂÓˆÚÏ˘Î ¯‰”

 ÈÓÊ  ¯Â·ÈÁ ÏÚ ˙ÂÙÂÎ˙ ÌÈ˙ÚÏ ˙ÎÓÒ‰ ¨˙Ï·Â˜Ó‰ ÏÂÓÈÒ‰ ˙ËÈ˘ ˙Á˙ ˙Â¯˙ÂÁ ‰¯„Ò· ˙Â„Â·Ú‰

 ‚ÂˆÈÈ‰ Ò˜Â„¯Ù ÏÚ „ÈÚÓ ¨˙Â„Â·Ú‰ ÍÂ˙· ËÒ˜ËÎ ”ÏÓÒÓ È‡” ÈÂËÈ·· ˘ÂÓÈ˘‰ ÆÌÈËÈ¯Ù ÔÈ· È¯˜Ó Â‡

 ÆÂÏ˘ ˙È·ÈÒ˜ÏÙ¯‰Â ˙È·ÈË˜‡‰ ˙ÂÚÓ˘Ó‰ ÔÈ· ‰ÈÁ·Ó ‰È‡˘ ‰Ù˘· ÏÓÒÏ ÏÚÂÙ‰ Ï˘ ÈËÏÂÂÈ·Ó‡‰

 ¨È·ÈÒ˜ÏÙ¯ Ô·ÂÓ· ”ÏÓÒÓ È‡” Â‡ ¨ÈÈÏ‡ ¯Â˘˜ Á¯Î‰· ‡Ï˘ ÏÓÒ ¯ˆÂÈ È‡ ≠ È·ÈË˜‡ Ô·ÂÓ· ”ÏÓÒÓ È‡”©

 Ô˘È  ‰¯„Ò· ˙Â„Â·Ú‰ ˘ÂÏ˘· Æ®ÏÓÒÎ È‡  ¯ÓÂÏÎ  ¨”ÏÓ˙ÒÓ È‡”  ˙ÂÈ‰Ï  ÍÈ¯ˆ  ‰È‰ ÏÚÂÙ‰ ˙ÈÈË‰·˘

 ‰Ó© ‰¯„Ò‰ Ï˘ ®˙Ê¯ÎÂÓ È˙Ï·‰© ‰¯‰ˆ‰‰ ÌÚ „Á‡ ‰˜· ˙ÂÏÂÚ ÔÈ‡ Ô‰ Í‡ ¨”ÏÓÒÓ È‡” ˙Â¯‰ˆ‰

 ÌÈ·¯‰ ÂÈ˙ÂÓ˘· ˜ÒÂÚ‰© ”ÂÓˆÚÏ˘Î ¯‰” ∫‰Ï ˜È˘Ó‰ ËÒ˜Ë‰Â ˙¯˙ÂÎ‰ ˙ÙÒÂ˙ ÌÚÂ ¨®˙ÏÓÒÓ ‰¯„Ò‰

 ·˜Ú ÏÚ ÏÓÒÓ È‡” ¨”‰˙ÈÙ ÏÏÁ ÏÓÒÓ È‡” ˙Â¯‰ˆ‰‰ Æ®Â· ÌÈ¯Â˘˜‰ ÌÈ¯ÂÙÈÒ‰Â ¨ËÒ¯ÂÂ‡‰ ¯‰ Ï˘

 ÌÈË˜ÈÈ·Â‡‰ Æ˙Â„Â·Ú‰ ÛÂ‚· ˙ÂÙ  ̆˘ÂÏ˘· ˙ÂÈ·Â˙ÎÎ ˙ÂÚÈÙÂÓ ”ÌÈ˜ÂÙ„ ÌÈ˙ÈÊ ÏÓÒÓ È‡”Â ”˘Á ¯ÂÚÓ

 ®‰ÈˆËÂ„  ¨˙ÈÒÈÒ·  ‰‡¯Â‰©  ‰¯‰ˆ‰‰  ËÙ˘Ó·˘  ÌÈËÈ¯Ù‰  Ï˘  ”È‡ÏÓ  ˙ÓÈ˘¯”  ÔÈÚÓ  Ì‰  ÌÈÓÏÂˆÓ‰

 ÌÈÚÂË Ì‚ ‰Ï‡ Í‡ ¨ÌÈ¯‡˙Â ¯Â˘È˜ ˙ÂÏÈÓ ÔÈÚÓ ¨ËÙ˘Ó‰ Ï˘ ˙È¯È·Á˙‰ ‰ÈÈ·Ï ˙Â˘Ó˘Ó‰ ˙ÂÙÒÂ˙Â

 Æ®˙ÂÈˆËÂÂ˜© ˙ÂÂÏ ˙ÂÈÂÚÓ˘Ó· ËÙ˘Ó‰ ˙‡

 ÏÚ Â¯ÙÒ· ®Santner© ¯ËÒ ˜È¯‡ ˙‡ ˘Ó˘Ó ”Â‰˘ÈÓ Ï‡ ÔÓÒÓ” ÔÈ·Ï ”Â‰˘Ó Ï˘ ÔÓÒÓ” ÔÈ· Ï„·‰‰

 ÌÂ˘È¯ ÔÈ· ‰·Â˘Á‰ ‰Á·‰Ï Â˙˘È‚· ‚ÈÂÂˆÊÂ¯Â „ÈÂ¯Ù ÏÚ ÌÈ¯Â‰¯‰ ∫ÌÂÈ-ÌÂÈ‰ ÈÈÁ Ï˘ ‰È‚ÂÏÂ‡È˙-ÂÎÈÒÙ‰

 Ô‡˜‡Ï˘ ¨ÛÈÏ‚Â¯È‰‰ ÈÂÓÈ„ ˙ÂÚˆÓ‡· ÆÌÈÈ˙¯·Á ÌÈÒÁÈ Ï˘ ÌÂÁ˙· È˘ÓÓØÈÓÂÈ˜ ÌÂ˘È¯ ÔÈ·Ï È·ÈËÈ‚Â˜

 ÍÎ· „·‡Ï ÈÏ·Ó ¨ÔÓÒÓ ‡Â‰˘ ‰Ó ˙‡ „·‡Ï© ‰Èˆ˜ÈÙÈ‚ÈÒ-‰„ ¯Â·ÚÏ ÔÓÒÓ Ï˘ Â˙ÏÂÎÈÏ ‰Ó‚Â„Î ‡È·‰

 ¨ÈÏËÈ‚È„ ÌÂÏÈˆ·© ÆÂÈ¯·„Ï ˙È‡˜Ù˜ ÂÏÈÙ‡Â ˙È¯„ÂÓ‰ ¨˙ÂÏ‚˙‰‰ ‚˘ÂÓÏ ¯ËÒ ÚÈ‚Ó ¨®Ï‡ ÔÓÒÏ ÂÁÂÎ ˙‡

 ‰Ê ‰È‰ ¨ÌÈÙ ÏÎ ÏÚ” ®Æ˘‡¯Ó ˙ÎÂ˙ÓÂ ÔÂÂÎÓ ÁÂÚÙ ‡ÏÏ ≠ È˙ÂÊÁ ÔÎÂ˙ ¯ÒÁ ÈËÓ˙Ó „Â˜ ‡Â‰ ÔÓÒÓ‰

 ¯·Ú˘ ÔÓÒÓ‰ ˙ÚÙÂ˙· Â„ ÌÂÏ˘ Ì˘¯‚Â ÔÈÓÈ· ¯ËÏÂÂ˘ ¨‡˜Ù˜ Ï˘ Â˙¯ÈˆÈ· ˙ÂÏ‚˙‰‰ „ÓÚÓ ·‚‡ ˘ÓÓ

 Ï˘ Û„ÂÚ ¨Ì˘Â‚Ó ÁÂÒÈ· Â‡ ≠ ˙ÂÚÓ˘Ó ÈÙ ÏÚ ‰ÈÈÙ Ï˘ ‰Ê‰ ‰Â˘Ó‰ Û„ÂÚ· ¯ÓÂÏÎ ¨‰Èˆ˜ÈÙÈ‚ÈÒ-‰„

 ÏÚ Û˜Â  ̇Ï  ̆‰Ê‰ Û„ÂÚ‰ ˙‡ ±∏Æ”‡˜Ù  ̃Ï  ̆ÌÂ˜ÈÏ ÈÊÎ¯Ó ‰Î ‡Â‰  ̆¨’ÔÓÒÓ ‡Â‰ ‰Ó’‰ ÈÙ ÏÚ ’ÔÓÒÓ‰ ‰Ê’‰

 ˙ÂÏ·Â·˘ ¯·„‰ ‡Â‰˘ ¨®ÔÈÓÈ· ¯ËÏÂÂÏ ·˙ÎÓ· ÌÂÏ˘ Ì˘¯‚ Â˙Â‡ ‰ÈÎ ”˙ÂÏ‚˙‰ Ï˘ ÔÈ‡”© ˙ÂÚÓ˘Ó ÈÙ

 ÌÈÈÁ  ‰ÒÈÎÓ  ÌÈÂÒÓ  Ô·ÂÓ·˘  ¨‰˘Ù‰Î  ¯ËÒ  Á˙ÙÓ  ¨ÌÈËÒÈÂ‚ËÂ¯Ù‰  Â·  ÌÈ˜·‡  ÌÏÂÚÏ  ‡˜Ù˜  Ï˘

 Ì˘¯‚ ÁÒÈ Â˙Â‡ ¨È˙ÂÏ‚˙‰ ÁÂÎ ‰Ï ˘È  ̆¨˙È·ÈÒ¯ÙÒ˜‡ ‰¯Âˆ· Æ˙ÂÚÓ˘Ó Â‡ ‰ÂÓ‡ ˙¯Âˆ· ‡Ï Í‡ ¨¯ÓÂÁ·

 ˙ÂÈ¯Â˙ÒÓ‰ ˙Â˙ÏÈ‡˘‰ ˙‡ ˜’ÊÈ’Ê  ÈÂ·ÏÒ Ï˘ ÂÁÂÒÈ  ÏÚ ÒÒ·˙Ó ¯ËÒ©  ˙ÂÚÓ˘Ó ‡ÏÏ Û˜Â˙Î ÌÂÏ˘

 ‡ÏÏ  ˙Â˙ÏÈ‡˘  Ô‰  ‰Ï‡  Æ‰¯ÈË‰Â  ˜ÂÁ‰  ÂÓÎ  ˙ÂÈË¯˜Â¯È·  ˙ÂÈÂ˘ÈÓ  ÌÈÏ·˜Ó  ‡˜Ù˜  Ï˘  ÌÈË˜ÈÈ·ÂÒ‰˘

 ÌÈÁÂÓ·  ±πÆ‰ÓœÚ  ˙Â‰„Ê‰Ï  ‰ÂÎ˙  ¯Á‡  ˘‡Â  ˘ÂÙÈÁ·  È‡˜Ù˜‰  Ë˜ÈÈ·ÂÒ‰  ˙‡  ˙Â¯È˙ÂÓ‰  ¨˙Â‰„Ê‰

 ˙‡ ‰¯È˙Â‰˘ ®˙ÂÚÓ˘Ó· ¯·˘© ‰ÓÂ‡¯Ë ÏÚ ˙ÂÚÓ˘Ó ‡ÏÏ Û˜Â˙ Ï˘ Â˙„Ó˙‰ ‰„ÈÚÓ ÌÈÈËÈÏ‡ÂÎÈÒÙ

 Û˜Â˙ Ï˘© ‰Ê Û„ÂÚ ˙¯˘˜ÓÂ ˙‚¯‡Ó ‰ÈÊËÙ Æ‰ÈÊËÙ‰ Ï˘ ‰˙Â·È˘Á ‰ÏÂÚ Ô‡ÎÓÂ ¨˘Ù· ‰È˙Â·˜Ú

 ˙˘ÂÁ˙· ˙ÎÓÂ˙ ÈÏÒ˜Â„¯Ù ÔÙÂ‡· Í‡ ¨ÂÏ˘ ÌÂ˜È‰ ˙¯Âˆ ˙‡ ˙˙ÂÂÚÓ‰ ‰ÓÎÒÏ ®˙ÂÚÓ˘Ó ÈÙ ÏÚ

 ‚˘ÂÓ ®¯Ú¯ÚÓ ‡ÏÂ© ˜ÊÁÓ‰ È„ÂÁÈÈ‰ Û„ÂÚ‰ ‡È‰ ÆÔÊÂ‡Ó ÌÂ˜È Ï˘ ‰˘ÈÙ˙Ï ÒÈÒ· ‰ÂÂ‰ÓÂ ˙ÂÈ·˜Ú‰

 ıÂÁÓ”  ÂÓˆÚ  ˙‡  ÌÈÓ˜ÓÓ  ÂÁ‡  ‰˙ÂÚˆÓ‡·  Æ®μ∂  ’ÓÚ  ¨˜’ÊÈ’Ê  ˙ÂÚˆÓ‡·  ¯ËÒ©  ÈÓÒÂ˜  ¯„Ò  Ï˘

 Â¯ÙÒ  ˙‡  Á˙ÂÙ  ¯ËÒ  ÆÂÈÏ‡  ˙ÂÏ‚˙Ò‰  Ï˘  ÈÚˆÓ‡  Ì‚  ‡È‰  ÔÎÏÂ  ¨”ÌÏÂÚ‰  ÛÂÒ”·  Â‡  ”‰Ê‰  ÌÏÂÚÏ

 Æ˙È˙È·‰  ¯ˆÁ·  ÂÏÈÙ‡Â  ÌÈÈË¯Ù  ÌÈÚÂ¯È‡·Â  ˙„ÏÂ‰  ÈÓÈ·  ‰Èˆ˜¯Ë‡Î  ÌÈˆÂÙÂ  ¨ÌÈÚÂ˘Ú˘  ÌÁ˙Ó  ÏÎ·

 Ï˘  ˙ÂÈÂˆÈ˜  ˙Â˘ÂÁ˙Â  ‰„È·Î  ¯ÒÂÁ  ˙ÂÓ„Ï  È„Î  ¨ÌÂÈÎ  Æ‰˘È˘  ÈÙ  Ì‰ÈÏÚ  Ï˜  ‡Ï  ¯·Î  ¯·„  ÌÂ˘  Ï·‡

 ÈÏ· Ì‚ ¯˘Ù‡ ¨˙È·‰Ó Ì‚ ¯˘Ù‡ ¨‰ÓÂ„Ó ˙Â‡ÈˆÓ Ï˘ ÌÈ˜Á˘ÓÏ ÌÈ˘ÈÈÁ ÌÚ ÌÈ¯·Á˙Ó ¨‰ÈˆËÈ·¯‚

Æ‰Ò¯ÂÎ‰Ó ÌÂ˜Ï
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 ˙‡ ÆÈ˜˙‰ ÌÂÏÈˆ‰ ˙Â‡¯Â‰ ˘Â·È˘· ÛÒÂ ·Ï˘ ‰‚ÈˆÓ πμ≠π∞ ’ÓÚ ±π∏∂≠±π∏μ ÌÈ˘‰ ÔÓ ˙Â„Â·Ú ˙¯„Ò

 ‰ÙÈ‡˘· Æ”‰ÁÙ˘Ó‰ ˙ÏÈÁ˙”  ÈÓÈ·  ÁÊ˘  ËÂËÈ˘Ï  ‰¯ÊÁ  È‰ÂÊ  Â¯Â·ÚÂ  ¨·È·‡  Ï˙·  ¯Â‚  ÌÏÈˆ  ‰¯„Ò‰

 ˙‡  ÔÈË˜ÓÂ  ‰„È„Ó‰  ÈÏÎ  ˙‡  Ï·Ï·Ó  ‡Â‰  ¨ÁË˘·  ‰ÈÈ˘Ú‰  ÏÚ  ‰ÈÂÙÎ  ÌÂÏÈˆ‰  ˙ËÈ˘  ‰ÓÎ  „Ú  ÔÂÁ·Ï

 ˙Ë˜‰  Æ˙Â·¯˙  ˘Â·È˘  Ï˘  ÈÂ¯˜Ú  ÍÏ‰ÓÓ  ˜ÏÁÎ  ÍÈÏ‰˙  Ï˘  ˘Â·È˘  Æ®ASA©  ÌÂÏÈˆ‰  Ë¯Ò  ˙Â˘È‚¯

 È˘Â˜ ˙¯ˆÂÈ  ¨±π-‰ ‰‡Ó‰Ó ÌÈÓ„˜ÂÓ‰ ÌÂÏÈˆ‰ È¯ÓÂÁ Ï˘ ÌÈÎÂÓ‰ „ÚÓÏÂ  ˙ÂÏÂÎÈÏ  Ë¯Ò‰ ˙Â˘È‚¯

 ¨ÍÂ¯‡  ‰ÙÈ˘Á  Í˘Ó  ‰ÎÈ¯ˆÓ  ‰ÎÂÓ‰  ˙Â˘È‚¯‰  Æ˙ÈÈÚ‰  ÔÂÏÁ·  Â˙Î˘Á‰  ÏÏ‚·  ÌÈÈ¯Ù‰  ÔÂÎ˙·  ÔÂÂÎÓ

 Ï˘ ÌÈ‰ ÛÂÁ· ÂÓÏÂˆ ˙Â„Â·Ú‰ Æ‰ÏÈÏ ÈÓÂÏÈˆ· ˘Á¯˙Ó˘ ÈÙÎÂ  ÌÂÏÈˆ‰ ˙È˘‡¯ ÈÓÈ· ‰ÙÈ˘Á‰ Í˘ÓÎ

 ‰ÚÂ˙· ÂÁ¯ÓÈÈ ‡Ï ÛÂ· ÌÈÈËËÒ‰ ÌÈËÈ¯Ù‰˘ ÍÎ ‰·ÂˆÁ ÏÚ ‰·ˆÂ‰ ‰ÓÏˆÓ‰Â ¨ÌÂÈ‰ ˙ÂÚ˘· ·È·‡ Ï˙

 ˙ÈÊÈÙ‰  ¯Â‡‰  ˙ÂÓÎ  Ï˘·  Æ‰ÙÈ˘ÁÏ  ÒÁÈ·  ˜ÈÙÒÓ  ‰¯È‰Ó  Ì˙ÚÂ˙˘  ÌÈÙÂ‚‰  ˜¯  ‡Ï‡  ¨˙˘Ë˘ÂËÓ

 ‰ÏÈÏ ÌÂÏÈ  ̂Ï  ̆®‰ÚÂ  ̇˙ÁÈ¯ÓÂ ‰¯ÂËÒ˜Ë© ˙ÒÙ˙ ˙ÂÎÈ‡ ÌÚ ÌÈ¯‰  ̂¯Â‡ ÈÓÂÏÈ  ̂Ï  ̆‰‡ˆÂ  ̇˙Ï·˜˙Ó

 ÈÎÈÏ‰˙· ¯·„Ó ‰ÂÂÎ ¯ÈÚ‰ ˙¯ÈÈËˆÓ ˙ÈËÒÈÏ‡È¯ÂË˜ÈÙ ˙ÂÊÁ· ÆÌÂÏÈˆ‰ ˙È˘‡¯ ÈÓÈÓ „‰„‰Ó ÔÂ¯ÎÈÊÂ

 ÏÚ ¨®¯Â‡© ¯˙ÂÈ· ˙ÈÂ˘‡¯‰ ‰Ó¯· ¨ÁÂÂ„Ó ‡Ï ‡Â‰ ÆÔÓÈ‰Ó ÍÓÒÓ ÁÈË·Ó ÂÈ‡ ¯È‰·‰ ÌÂÈ‰ ¯Â‡ Æ¯»ÈÚ

 ÆÈË¯˜Â˜ Ú¯Â‡Ó ˙¯ÈˆÈ ¯˘Ù‡Ó ÂÈ‡Â ¨ÌÂ˜Ó‰ ÏÚÂ ‰Ú˘‰

 ˙Â¯È‰·· ¨‰‰Â·‚ ˙Â¯È‰Ó· ‡ÈÙ˜Ó‰ ÌÈÓ‰ ÔÓÊ ÆÌÈÓÊ È  ̆˙·Ï˘Ó ¨¥∏ ’ÓÚ ®≤∞∞∏ ¨·È·‡ Ï˙© ÏÂ‚È  ̄˙ÓÈ˘Ó

 ¨‰˜¯ÊÓÏ ¯·ÚÓ˘ ÌÁ˙Ó‰ Ï‡ ‰ÙÂˆ‰ ¨Í˘Ó˙Ó‰ ÌÈ˘‡‰ ÔÓÊÂ ¨‰Ùˆ¯‰ ÔÓ ÌÈÏÂÚ‰ ÌÈÓ‰ ˙‡ ˙Â„Á·Â

 ÌÈÙÏ˜˙Ó ˙Â¯È˜ ¨ÌÈÂÁÙ È‡ÏË ¨‰·ÂÊÚ‰ Ï˘ ‰˜ÈË‡ÂÙ‰ ÆÂ·ÁÂ¯Ï Â˙Â‡ ÌÈˆÂÁ Ô‡ÎÓ ÌÈ‡˘ ÌÈ¯·‚ È˘Â

 ¯Â˘Ú·  ÈÏ‡¯˘È‰  ÌÂÏÈˆ·  ”˙È¯ÂÁ‡‰  ¯ˆÁ‰”  ÈÙÂ  ˙‡  ˙ˆ˜  ˘È˙‰˘  ÏÈ‰Ó˙  ≠  ÌÈËÂ˘  ÌÈ·˘Ú  ËÚÓÂ

 ‰ÈÒÂ·Ó  ÈÏÂ‡  ¨ÌÈÓÚ‰  ¯·ÁÓ  ÈÏÂ‡  ¨ÌÈÏ‚¯Ó  È˘”  ÆÈ˜ÏËÈ‡  ÌÊÈÏ‡È¯-Â‡ÈÏ  ˙ÈÙ˙  Ï·˜Ó  ≠  ÔÂ¯Á‡‰

 Ï˙  ÏÓÓ  ÌÂÏˆ˙‰  ˙‡  ¯Â‚  ¯‡È˙  ÍÎ  ¨”˙ÈÓÂ˜Ó‰  È·¯Ë  È„  ‰‡ËÂÙ  ÌÁ˙Ó  ˙‡  ÌÈˆÂÁ  ¨‰È·Â‚ˆ¯‰

 ±∑¨”ÔÂ˜¯„ ÔÈ‡˘ ÌÈÏÈÙ ÔÈ‡˘ ÌÒÂ˜ ÔÈ‡˘ Ø ˙Â·¯Á ÚÏÂ· ÔÈ‡˘ Ï·Á ˙‡Ê‰ ¯ÈÚ· Ò˜¯˜ ÔÈ‡˘ Ï·Á” Æ·È·‡

 ˙ÂÚÓË ÛÏ˜˙Ó ÌÂÁ-¯ÂÙ‡ È·¯Â‡ Ú˜¯ ÏÚ Æ‰˘„Ú· „ÎÏ ÈÏÂ‡ ˙È‡˘Á ‰ÓÈ˘Ó ÍÂ˙Ó „Á‡ Ú‚¯ Ï·‡

 ˙Âˆ˜Â  ÔÂ¯‡ÂÂˆ‰ Æ®ÔÂÎ„Ú  ‡ÏÏ  ÌÈ˘‡©  ÌÂ˜ÓÏÂ  ÔÓÊÏ  ıÂÁÓ ÌÈ¯·‚  ‚ÂÊ  Ï˘ ˙ÂÓÂÁ-˙Â¯ÂÙ‡‰ ˙ÂÙÈÏÁ‰

 ‰‰Î Ô¯ÂË˜ÓÏ „Ú·Ó ‰ÊÚ ˙ÏÎ˙· ÌÈ˜‰Â· ¨‰ÓÏˆÓÏ Ë·Ó ¯È˘ÈÓ‰ ¯ÈÚˆ‰ ¯·‚‰ Ï˘ ‰ˆÏÂÁ‰ ÈÏÂÂ¯˘

 Ì˘ÓÂ  ÔÂ˜¯È‰  ÍÙ˘Ï  ÌÈÓÚ‰  ¯·ÁÓ  ˙„„Â  ‰˙ÏÈÏÚ˘  ¨ÏÂ‚È¯  ˙ÈÈ˘¯ÙÏ  ÔÈÈÏ-’ı‡Ù  ¨ÈÏÂ‡  ¨ÌÈÓÈ„˜ÓÂ

ÆÌÈÈË-ÌÈÈ¯ÙÏ
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 ˙ÒÙÂ˜ ÏÚ ˙ÂÏÂ˜˘Ó ÌÈ¯Ó Æ˙È¯Â˜Ó‰ Ì˙ÂÚÓ˘ÓÓ ÌÈ˜Â¯Ó ÌÈÂÚË ÌÈÏÓÒ Æ±ππ∞ ¨”˙¯˙ÂÎ ‡ÏÏ „Â‡Ó”

 ˙Á‡  ÔÊÂ‡  ‡ÏÏ  ¯ÂÓÁ  ¨ÌÈÈÈ˘  ‡ÏÏ  ‚ÏÊÓ  ¨ÌÈ¯Â¯Ù‚  ÔÂÈ¯·©  ˙ÈÊ  ıÚÓ  ÛÏÂ‚Ó  ¯ÂÓÁÂ  ÛÂÒÎ  ‚ÏÊÓ  ¨ÌÈ¯Â¯Ù‚

 ‰‰Â·‚  ˙ÏÂÎÈ  ÂÏ  ˘È˘  ®’ıÈ‡  ¥xμ©  ÏÂ„‚  ÌÂÏÈˆ  ËÓ¯ÂÙ·  Æ®±∞∑≠±∞μ  ’ÓÚ  ±ππ∞  ¨·È·‡  Ï˙  ÂÈ„ÂËÒ  ¨˙ÈÊ  ıÚÓ

 ÂÈÏÚ˘ ‰ÓÏˆÓ‰ ·‚Ï ‰˘„Ú‰ ÔÈ· ¯·ÁÓ‰ ˜ÏÁ‰ ¨ÁÂÙÓ· ÔÂÂÎÓ ˘Â·È˘ ÍÂ˙ ÌÈÓÏÂˆÓ Ì‰ ¨Ú„ÈÓ‰ ÌÂ˘È¯Ï

 ‰·ÈË˜ÙÒ¯Ù  ÔÂ˜È˙Ï  ‰ËÈ˘  ˙ÒÒÂ·Ó  ÂÈÏÚ˘  ”‚ÂÏÙÈÈ˘  ÔÂ¯˜Ú”  ˙‡  ¯ÙÓ  ˘Â·È˘‰  ÆÌÂÏÈˆ‰  Ë¯Ò  ÁÂÓ

 ÁÂÙÓÏ  ÌÈˆÙÁ ˙ÒÎ‰Ó ‰‡ˆÂ˙Î  ÆÈÂÓÈ„‰  ¯Â˘ÈÓÏ  ‰ÏÈ·˜Ó ‰È‡  ‰˘„Ú‰ ¯˘‡Î  ¨ÌÈÈËÙÂ‡  ÌÈ¯È˘ÎÓ·

 ¨˘·˙˘‰˘ È˙ÂÊÁ‰ ÌÓÂ˘È¯Ï ¯·ÚÓ Æ˙È·¯Ó ‰ÈˆÂÏÂÊ¯· ˙¯‡Â˙Ó ‰ˆÓÁ‰‰Â ¨˙ÈËÙÂ‡‰ ‰ËÈ˘‰ ‰˘·˙˘‰

 ÔÂÈ¯·‰  ÆÈÏÂ·ÓÈÒ‰  ÌÁÂÎ·  ÔÂÓË  ‡Â‰Â  ¨˘ÓÂÓ  ‡Ï˘  ÛÒÂ  Ï‡ÈˆËÂÙ  ÌÈÙ˜˘Ó  ÌÈÓÏÂˆÓ‰  ÌÈË˜ÈÈ·Â‡‰

 ‰·˘ÁÓ ÏÎ ÌÈÎÈÁ‚Ó ÂÈ˙Á˙ ‰ÒÙÂ˜· ÌÈ¯ÊÂÙÓ‰ ÌÈ¯Â¯Ù‚‰Â ¨‰Ù‰‰ ÈÙÏ ˙ÏÂ˜˘Ó‰ ˙Ó¯‰ ·Ï˘· ÚÂ˜˙

 ¨ÌÈÏÎ‰ ˘Â·È˘ÓÂ ÌÂÏÈˆ‰ È‡˙Ó ‰‡ˆÂ˙Î ÂÈ œ̆  ˙‡ „·È‡ ÛÒÎ‰ ‚ÏÊÓ ÆÌÈ¯È¯˘ ˙ÒÓ ÏÚ Â‡ ÈÊÈÙ ˜ÊÂÁ ÏÚ

 „ÓÂÚ‰ ˙ÈÊ‰ ıÚ Ï  ̆Â˙ÂÂ‡‚Ó ¯·„ ÂÓœÚ ‡˘Â ÂÈ‡ ‡Â‰Â ¨ÔÊÂ‡ ‰¯ÒÁ ¯ÂÓÁÏ Æ˙ÈÏÎ  ̇¯ÒÁ ıÙÁÎ ÁˆÂÓ ‡Â‰Â

 ·ÂÏˆ‰  ˙ÂÓ„·  ÛÏÂ‚  ‡Ï  ‡Â‰  Æ˙Â¯‡ÂÙÓ  ˙ÂÈÂ·¯˙  Ï˘  ÌÈÏÓÒ  ÈÂÏÈÓ·  ÌÈ˘  ÈÙÏ‡Â  ‰„˘·  ÌÈ˘  ˙Â‡Ó

 Ì‚ ‡Â‰˘ ¯ÂÓÁ© ÔË˜ ËÂ˘È˜Î ‡Ï‡ ¨‰ÏÂ‡‚Ï Â‡ ÌÈ¯ÂÒÈÈÏ ¨‰ÂÓ‡Ï ÏÓÒÎ ¨¯È˜‰ ÏÚ Â‡ ·ÏÏ ·Â¯˜ Â˙ÂÏ˙Ï

Æ‰„È˘‰ ÏÚ ÁÈ‰Ï ¨®˘˜ÈÚ Ì‚Â ˘¯ÈÁ

 

 ∑” ¨˜ÓÂÒ ÈÂ¯ Ï˘ Â¯È˘ ÍÂ˙Ó Æ±∑

 ∑ ÍÂ˙· ¨”ÔÂ˜¯È‰ ‡ÏÙ ÏÚ ˙Â¯Â˘

 ÌÈ¯È˘ ∫ÔÂ˜¯È‰ ‡ÏÙ ÏÚ ˙Â¯Â˘

 ∫·È·‡ Ï˙© ·È·‡ Ï˙Ó ÌÈÓÂÏÈˆÂ

 ·È·‡ Ï˙ Ô¯˜ ÛÂ˙È˘· È˜Ò·ÂËÙÂ‡

Æ®±π∏∑ ¨˙ÂÓ‡ÏÂ ˙Â¯ÙÒÏ

 ‰È‚ÂÏÂ‡È˙-ÂÎÈÒÙ‰ ÏÚ ¨¯ËÒ ˜È¯‡ Æ±∏

 „ÈÂ¯Ù ÏÚ ÌÈ¯Â‰¯‰ ∫ÌÂÈ-ÌÂÈ‰ ÈÈÁ Ï˘

 ¯È‡Ó ÌÈ¯Ó ∫ÌÂ‚¯˙ ¨‚ÈÂÂˆÊÂ¯Â

Æμμ≠μ¥ ’ÓÚ ¨®≤∞∞μ ¨‚ÈÏÒ¯ ∫·È·‡ Ï˙©

≤∞∞∏ ¨·È·‡ Ï˙ ¨ÏÂ‚È¯ ˙ÓÈ˘Ó

±ππ∞ ¨·È·‡ Ï˙ ÂÈ„ÂËÒ ¨ÌÈ¯Â¯Ù‚ ÔÂÈ¯·

 ¨˙ÈÊ ıÚÓ ÔÊÂ‡ ‡ÏÏ ¯ÂÓÁ

 ±ππ∞ ¨·È·‡ Ï˙ ÂÈ„ÂËÒ

 ¨ÊÂÂ‡‰ ˙Â„Â‡ ÏÚ ÍÓÒÓ‰

±ππ∞ ¨·È·‡ Ï˙ ÂÈ„ÂËÒ

±π∏μ ¨·È·‡ Ï˙ ÛÂÁ ¨ÌÈ ·ÏÎ

±π∏μ ¨·È·‡ Ï˙ ÛÂÁ ¨‰˜ÒÁ ÌÚ ˘È‡



     ≤≥/≤≤

 ÈÏÂ‡ ¨È¯ËÓÂ‡‚Â ÏÂ„‚ ¯ÂÁ˘ Ì˙Î Ì‚ ÏÙÂ ¨‰ÎÂÓ ˙ÈÂÂÊÓ ˙ÂÂÎÓ‰ ˙ÈËÒ¯ËÂ˜‰ ‰¯Â‡˙‰Ó ¨ÌÈ¯ÂÁ˘

 Í·Ò ®π∏ ’ÓÚ ±π∏μ ¨·È·‡ Ï˙ ÂÈ„ÂËÒ Ø ÔÂ¯˘‰ ˙Ó¯ ¨Â˙È‚· ÏÈ„Â˜Â¯˜© ‡·‰ ÌÂÏˆ˙· Æ˙ÂÎÎÒ‰ ˙Á‡ Ï˘ ‰Ïˆ

 ¨‰ÂÓ˙‰ ˙Ó„˜· ÆÔÈ˙Î ÔÂ˘ÓÂ È¯˘· ¨‰Â·‚≠ÒÂË˜˜ ÈÁÈ˘ ‰·¯‰Â ÈÒÈÒÚ ËÏÂ˜ÂÒ ¨È¯Ù ÈˆÚ ÌÚ È‡¯Ù

 ÌÈÓ˙ÎÂ  ¨ÌÈÂ˘Ó ÌÈ¯ÂÙ‡-ÌÈ·Ï  ÌÈÓ˘‰ ÆÔÈ˙ Ï˘ ¯˜„ÊÓ ·Ê  Â‡  ÔÂ˘Ó≠ÒÂË˜˜ Ï˘ ÍÂ˘Á „ÈÁÈ  ÚÊ‚

 ÌÂÏˆ˙· ÆÍÎ¯Ó ¯ËÏÈÙÏ „Ú·Ó ÌÈÚ ÏÙ¯ÂÚÓ· ÌÈ¯ÈÎÊÓ ¨¯‡˙ œÓ Â˜· ÌÁ˙È‰Ï ÌÈ·¯ÒÓ‰ ¨ÌÈÙÂ˜  ̆ËÚÓÎ

 ÌÈÂÂÈÎÏ ÌÈÏ˙Ù˙Ó ÒÙËÓ‰ ÁÈ˘‰ È‚È¯˘Â ‰˙Â·Ú ‰ÈÁ ¯„‚ ®ππ ’ÓÚ ±π∏μ ¨ÔÂ¯˘‰ ˙Ó¯ ¨Â˙È‚· ˘Á© ‡·‰

 ÔÂÂÈÎÏ ¨‰ÈÏÚÓ Â‡ ‰ÈÁ‰ ¯„‚‰ ÍÂ˙Ó ‰ˆÈÙ˜· S ˙¯Âˆ· Ï˙Ù˙Ó ÏÏÂ˙˘Ó ˘Á ¨ÌÈÈ¯Ù‰ ˙Ó„˜· ÆÌÈÂ˘

 ÂÈ„ÁÈ ÌÈÙ˘ÂÁ ¨Ì‰ÈÏÚ ÏÙÂ‰ Ú·Â¯Ó ¯ÂÙ‡ ÏˆÂ È„Ó ÌÈ˜‰Â· ÌÈ·Ï ÌÈÓ˘ Æ˙È·‰ ¯·ÚÏ ¨ÌÏˆ‰Â ‰ÓÏˆÓ‰

ÆÔÓÂ¯Ë Ï˘ ÚÙÂÓ· ÌÂÈÒ‰ ˙ˆÒ ÂÓÎ ¨®ÍÎ¯Ó ÍÒÓ Â‡ ¯È‰· ÔÂÏˆ© ÏÚÓÓ È˙ÂÎ‡ÏÓ‰ ÈÂÒÈÎ‰ ˙ÈÈÏ˘‡ ˙‡

 ˙Â‡ÈˆÓÏ  ‰È‚ÂÏ‡Î  ÈÓÂÏÈˆ‰  ¯ˆÂ˙‰  ·È·Ò  ˙Â·Â˙·  ÌÂÏÈˆ·  ÔÂÈ„‰  „˜Ó˙‰  ÌÈÂÓ˘‰  ˙Â˘·

 Ô‡ÏÂ¯ ‰È‚Èˆ ÔÈ·Â ¨˙˜˙¯Ó ˙È˙¯Â˜È· ‰È¯Â‡È˙ ‰·˙Î ÈÏ‡ÈÒ˜„È‡ ÌÂÏÈˆ Ï˘ ‰Ê Ë·È‰ ·È·Ò Æ˙ÈÊÈÙ

 ¯˙ÂÈ ÌÈÏ˜ ‰¯Â‡ÎÏ ÂÎÙ‰ ”˙Â‡ÈˆÓ” ‚˘ÂÓ· ÌÈÂÈ„‰ ÆÒÂ‡¯˜ „ÈÏÊÂ¯ ¨¯‚¯· ÔÂ’‚ ¨‚‡ËÂÒ Ô‡ÊÂÒ ¨’˙¯‡·

 ÌÈÈÏÂÏÈÓ‰  ÌÈ¯Â‡È˙‰  ÆÌÂÏÈˆÓ  ˙Ï·˜˙Ó‰  ÂÊ  ÂÓÎ  ¨˙ÈÊÈÙ  ˙Â‡ÈˆÓ  ÏÚ  ‰·È˙ÎÏ  ÌÂ˜Ó  ¯˘ÎÂ‰  ¯˘‡Î

 ‰¯ÈˆÚ ˙·ÈÈÁÓ‰ ‰È‚Ë¯ËÒ‡Î ¨Â˙¯ÈˆÈ· ¯Â‚ Ò¯ÂÙ˘ ÌÈ¯Â˜‰ ˙˘¯· ÌÈÏÙÂ ®˙ÂÂÓ˙‰ È¯Â‡È˙© ÏÈÚÏ

 ÆÌ¯˘Ù ÔÈ·Ï Ì‰ÈÈ· ¯˘˜‰ ÏÚÂ ¨¯˙ÂÈ· ÌÈ¯Â‚˘‰ Ì‚ ¨ÌÓˆÚ ÌÈ‚˘ÂÓ‰ ÏÚ ‰˜ÈÓÚÓ ‰·È˘ÁÂ ˙ÂÂ·˙‰Â

 ÆÌÈÏÈÓ·  Â¯‡˙Ï  Ô˙È  ÂÏÈ‡Î  ¨ÌÂÏˆ˙  ¯ˆÈÈÓ˘  ‰ÈÏ˘‡‰  ˙„ÂÎÏÓ  ˙‡  ÌÈÙ˜˘Ó  Ô‡Î  ˙ÂÂÓ˙‰  È¯Â‡È˙

 ¨”·Á¯Ó Ï˘Â ÔÓÊ Ï˘ ‰ÒÈÙ ‰ÓÏˆÓ‰ ’‰˙‡¯’  Â·˘ ÔÙÂ‡‰ Ï˘ ÈÏÂÏÈÓ ¯Â‡È˙ Ï˘ ‰ÈÏ˘‡ ‡Â‰ ÌÂÏˆ˙”

 È˘·©  ÌÂÏÈˆ‰  ˙Â¯ÈÊ·  Æ‰˘ÚÓÏ  ‰ÎÏ‰  Ô‡Î  ˙Á·  ¨®Winogrand©  „¯‚ÂÈÂ  È¯‡‚  Ï˘  ˙Ú„Â‰  Â˙¯Ó‡

 È‡„ÂÂ·Â Ì¯Â˜Ó ¯Á‡ ‰ÈÈ‰˙· ÂÓˆÚ ˙‡ ÌÈ˜ÈÒÚÓ ÂÈ‡ ·Â¯-ÈÙ-ÏÚ˘ ¨ÌÈÈÏÂ·ÓÈÒ ÌÈËÓÏ‡ ®ÌÈÎÈÏ‰˙‰

 ÍÈÏ‰˙· ·Î¯Â‰  ̆‰Ó ‡Ï‡ ¨‰˘„Ú‰ ÈÙÏ ‰È‰  ̆‰Ó ÂÈ‡ ‰ÂÓ˙· ‚ˆÂÓ  ̆‰Ó ÆÌÓÂÈ˜· ˜ÙÒ ÌÈÏÈËÓ ÂÈ‡

 ®ÌÂÏˆ˙©  ÌÂÏÈˆ”  ∫˘„ÁÓ  ¯Â‚  Â˙Â‡  ÁÒÓ  ÍÎÂ  Æ˙¯Ú¯Ú˙Ó  „¯‚ÂÈÂ  Ï˘  ËÙ˘Ó‰  ˙Â‡„Â  ÆÛÒÂ  ÌÂÏÈˆ

 ˙ÂÚˆÓ‡·  Â˙Â‡  ¯‡˙Ï  ¨Â˙Â‡  ÏÏÓ˙Ï  Ô˙È  ÂÏÈ‡Î  ¨ÁÙ  ÂÏ  ÔÓÂËÂ  Â·  ÔÂ·˙Ó‰  ˙‡  ‰Ï˘Ó‰  ıÙÁ  ‡Â‰

 Ì‰Ó „Á‡ ¨®˙ÙÒÂ˙‰© È˘‰ ÍÈÏ‰˙· ‰˘„Ú‰ ÈÙÏ ÂÈ‰˘ ÌÈ¯·„‰ ÌÈÚÈÙÂÓ ˙ÈÙÂÒ‰ ‰ÂÓ˙· Æ”ÌÈÏÈÓ

 ÈÈÂÓÈ„ ˙·Î¯‰Ï ‰ÂÙ ÌÏÂˆÓ‰ ‚ÂˆÈÈ‰ Ï˘ Â˙ÂÓÈ‰Ó ˙Ï‡˘· ÈËÈÏ‡‰ ÏÂÙÈË‰ ÆÔÂ˘‡¯‰ ÌÂÏˆ˙‰ ‡Â‰

 ÛÂÚ  Ï˘  ˙ÈÒ¯Â„‰  Â˙ÊÈÁ‡  ˙‡  Ì‚  ¨È˙ÂÓ˙‰  ÁÂÂÈ„‰  Ï˘  ÌÈÈÈÚ‰  ˙ÊÈÁ‡Ï  ÛÒÂ·  ¨ÏËÏËÓÂ  ¨ÌÈÈ‡ÏÎ

 ¨ÌÈÓÂÏˆ˙  ÍÂ˙·  ÌÈÓÂÏˆ˙  ÛÂÒÈ‡  Ï˘  ˙ÈË˙ÂÙÈ‰‰  ˙Â¯˘Ù‡‰Â  ÈÏ‚ÚÓ‰  ÔÂ¯˜ÈÚ‰  ÌÈÏÂÚ  ·Â˘  ÆÏÂÁ‰

 ÆÂ·Ê ˙‡ ÚÏÂ·‰ ˘Á‰ ÂÓÎ ¨ÒÂÈ·ÂÓ ˙ÂÚ·Ë ÂÓÎ ¨ÔÓÊ ˙Â¯‰Ó ÂÓÎ ¨˙Â‡¯Ó ÍÂ·Ó ÂÓÎ ¨ÌÈÓÊ ÍÂ˙· ÌÈÓÊ

ÆÒÂ¯Â·Â¯Â‡‰

≥≤ ’ÓÚ ®≤∞∞¥ ¨ÌÈÈÙ˘© ‰„Ù ÚÂ¯È‡

 ˜‰Â·‰  ÏÙ¯Ú‰  ˙Á˙  ÍÙÂ‰  ¨ÌÈÈÂ‰„  ÌÈÈÂÚ·ˆ  ÌÈÏ‚„·  ÔÓÂÒÓÂ  ¯„‚  Û˜ÂÓ  ¨ÌÈ„ÏÈÏ  ÌÈÚÂ˘Ú˘  ÌÁ˙Ó

 Ô˜˙ÓÏ ÁÙÂÓ‰ ˜Ú ‰„Ù ·Â„ ÌÂÏˆ˙‰ ÊÎ¯Ó·Â ÌÁ˙Ó‰ ÊÎ¯Ó· ÆÌÈÈËÓÂ¯ÎÂÂÓ ÌÈÓ˙ÎÏ ÌÂÏÈˆ‰ Ï˘

 ˜Â·Ó·‰ ÈÏÚÓ Ú·˘ ‰‡¯Î ¨‰ÈÈÁÓˆ „ˆÏ ÌÓÓ ÔË˜ ‰„Ù ¯ÈÂˆÓ ÂÏ˘ ˙ÈÓÈÙ‰ ÔÙÂ„‰ ÏÚ ¨˙ÂˆÈÙ˜

 ¯Â¯· ‡Ï ÆÌÓÂ˘‰ ÌÁ˙Ó‰ Ï‡ ‚‡„ÂÓ Ë·Ó· ‰ÙÂˆ ¨Ô˜˙Ó‰ ÏÚÓ ÒÒÂ˙Ó‰ ˜Ú‰ ‰„Ù‰ ÆÌÈ¯ÈÂˆÓ‰

 ÌÈ˜˙Ó‰  ˙Ó˜‰·  ÌÈ˜ÂÒÚ  ÌÈ¯‚Â·Ó  ‰˘ÂÏ˘  ÆÏÈÁ˙‰  Ì¯Ë  ÈÏÂ‡Â  ¯·ÎÓ  ‰Ê  ÌÈÈ˙Ò‰  ÚÂ¯È‡‰  Ì‡

 ‰ÈÁ‰  Ï˘  ÛÂ‚‰  Â‡  ÌÈÙ‰  ¯˘‡Î  ¨È˜ÒËÂ¯‚  ÔÂÈÊÈÁ  Â·  ˘Á¯˙Ó  ÌÈÂÂÈÎ‰  È˘·˘  ÍÈÏ‰˙  ¨Ì˜Â¯ÈÙ·  Â‡

 Ï‰Â·Ó ‰„Ù‰ Ì‡ ¯Â¯· ‡Ï Æ˙ÂÓÊ‚ÂÓ ˙ÂÂÁÓ· ÌÈ˙ÂÂÚ˙ÓÂ ÌÈÓ˜Ú˙Ó ¨¯ÈÂÂ‡Ó ˙˜Â¯˙Ó Â‡ ˙ÁÙ˙Ó‰

 Ï‡ ·¯˜ ÈÏ‡ ÌÈ˘˘ ¨˙ÂˆÈÙ˜· ÂËÂÚÈ ˙Â·‰Ï˙‰ ÈÊÂÁ‡ ÌÈ„ÏÈ Ï˘ ÌÈÏÈÁ˘Î ¨·Â¯˜· ˘Á¯˙‰Ï „È˙Ú‰Ó

 ¨„„Â·‰ ÌÈÈ¯Ù‰ Æ¯ˆ˜ ÔÓÊ ÈÙÏ ÌÈÈ˙Ò‰˘ ÌÈÓÈ‡‰ ÔÂÈÊÁÓ Ë‡-Ë‡ ˘˘Â‡˙Ó ‡Â‰˘ Â‡ ¨‰ÏÂÏÁ‰ ÂË·

 ÂÈ‡ ÌÂÏˆ˙· ÒÙ˙˘ ‰Ó ÆÂ˙Â·È˘Á· ËÈÚÓÓ Â‡ ‰Ê‰ ·Â˘Á‰ Ú„ÈÓ‰ ˙‡ ˜ÙÒÓ ÂÈ‡ ¨Ûˆ¯‰ ÔÓ ˘ÂÏ˙‰

 ¯˜Ù‰ ÈÁË˘Â ÌÈÈÈ· ÈÓÊ ÆÔ˜Â¯Ó ÈˆÁ ÔÂÏ·Ï ÌÂÏˆ˙· ‰‰Ê ‰ˆÁÓÏ ÁÙÂÓ ÔÂÏ· ÆÍÈÏ‰˙‰ ÔÂÂÈÎ ÏÚ „ÈÚÓ

 ÌÈÒ¯Ù˙Ó ÌÈ·Ï ˙ÂÁÂÏ ÆÌÂÏÈˆ‰ ˙‡ ¯Â‚ Ì˜ÓÓ ‰Ï‡ ÌÈÓÂ„Ó„ È¯ÂÊ‡·Â ¨ÂÚÈ¯ÎÈ ‡Ï „ÚÏ˘ ÌÈÚ‚¯ Ì‰

 ÚˆÓ  ÏÚ  ÌÈÙÈˆÓ  ÂÓÎÂ  ¨ÌÈÓ˘‰  Ï˘  Ô·Ï‰  ˜‰Â·Ï  ÌÈ„‰„‰Ó  ¨‰ˆ˜Ï  ‰ˆ˜Ó  ËÚÓÎ  ÌÂÏˆ˙‰  ˙È˙Á˙·

 ÌÂÈ  Ï˘ ˙ÂÁ·‡Ï ÌÈ˙ÈÈˆÓ ÌÈ‡˘©  ÌÈ·Ï ı¯‡Ï ÌÈÓ˘ ÔÈ·  Æ‰ÂÓ˙‰ ÊÎ¯Ó·˘ ÚÂ¯È‡‰ ˙·Á¯ ˙‡ Í¯

 ÔÈ Õ·»  Ì«i Ã‰  ÔÈ Õa  ÆÆÆÌœ È ÀÓÀÏ  ÌœÈ ÃÓ  ÔÈ Õa  ¨ÏÈœcŸ· ÃÓ  È œ‰Èœ Â  ÆÆÆ_ Œ÷›Á Ã‰  ÔÈ Õ·»  ¯«‡ À‰  ÔÈ Õa  ¨ÌÈ œ‰¿¤‡  ÏÕcŸ·ÃiÃ Â  ∫ÔÂ˘‡¯‰  ‰‡È¯·‰

 ‰˘ ÌÈÚ·¯‡ ÈÙÏ ÆÌÈÁÙÂÓ ÏÈÈÂ È¯ÊÓ ÏÚ ˙ÂÙÁÈ ÌÈÈÏ‚¯· ˙ÂˆÈÙ˜· ÛÂÁÈ¯‰ ˙ÈÈÏ˘‡ ÂÓÎ ¨®‰ÀÏŸ ÈÀl Ã‰

 ¨®ı¯‡·  „ÈÁÈ‰  ˜¯‡Ù-‰ÂÏ‰  Ê‡  ‰È‰˘©  ·È·‡  Ï˙·  ‰ÎÂ¯Ú˙‰  È‚·  ˜¯‡Ù-‰ÂÏ·  ‰ÊÎ  „Á‡  Ô˜˙Ó  ‰È‰

 ‰·Â¯˜‰ ‰ÈÂÂÁ‰ ‰˙ÈÈ‰ ÁÙÂÓ‰ ÔÂÏ·‰ ÏÚ ‰ˆÈÙ˜‰ ˙‡ ‰˙ÂÂÈÏ˘ ‰˘ÂÁ˙‰Â ¨˙ÈÏÏÁ Â‡ Á¯È ÂÏ Â‡¯˜

 ËÚÓÎ ÌÈ¯ÂÊÙ Ì‰Â ¨”ÌÈÁÙ˙Ó” ËÂ˘Ù Ì‰Ï ÌÈ‡¯Â  ̃ÌÂÈ‰ Æ‰„È·Î ¯ÒÂÁ Ï  ̆‰ÈÏ˘‡Ï ÌÈ„ÏÈ‰ ¯Â·Ú ¯˙ÂÈ·

 ¯ÊÚÎ ˘‡ÏÙ· ˘Ó˙˘Ó ‡Â‰ ÆÚ¯Â‡Ó ÏÏÂÁÓ Ì‚ ‡Â‰ Ï·‡ ¨ÔÁÂ· Ì‚Â Û˙˙˘Ó Ì‚ ¨‰Ùˆ Ì‚Â ‰ÙÂˆ Ì‚ ‡Â‰

 ˘·˘Ó ‡Â‰ ÍÎ·Â ¨ÌÏˆ‰ È„È ÏÚ ‰¯ÈÊÏ ÒÎÂÓ‰ ¨¯Â‡ ¯Â˜Ó ‡Â‰ ˙‡Ê ÌÚÂ ¨˙Â‡ œ̄ ·È˙ÎÓÂ ÌÈÓÊ ·ˆÂ˜‰ ÈÎË

 ÔÓÊ Æ®·ÂÁ  ̄˙¯Â‡  ̇Â‡ ÌÂÈ ¯Â‡© ˙È¯Â˜Ó‰ ‰¯Â‡˙· ¨Ì‰  ̆˙ÂÓÎ ÌÈ¯·„‰ ‰‡¯Ó ˙‡ ¨”˙Â‡ÈˆÓ‰ ˙ÂÓ˙” ˙‡

 ˘ÂÙÈÁ ‡ÏÏ ÆÂ˙ÓˆÂÚÓÂ ‰ÙÈ˘Á‰ ÔÓÊ· ˘‡ÏÙ‰ ˙Â¯Î˙Ò‰Ó ÌÈ¯Ê‚ ‰ÈÎ˙˘ ‰ÂÓ˙‰ ÔÓÊ ‡Â‰ ‰˜Ê·‰‰

 ˙ÂÏÂ˜ ·¯ ¨ÈÂÙÈÏÂÙ ·Á¯Ó ‡Â‰ ˙Â˘Á¯˙‰‰ ‰„˘ Æ˘Á¯˙Ó‰ ˙‡ „Ú˙Ï Í¯Âˆ Â‡ ¨ÈÂÙˆ ˘ÈÁ¯˙ ¨ÊÂÈ¯Â˜ ¯Á‡

 ‰ÈÏÚ ÂÏÚÙÂ‰˘ ¯Á‡Ï ˜¯ ˙ÂÚÓ˘Ó ÏÚ· ¯ˆÂ˙Î ˙Ï·˜˙Ó ‡È‰ Í‡ ¨‰·ÂÓ ‰ÓÂÈ˜˘ ‰˜ÈÓÈ„Â ˙Â‡¯ÓÂ

 ˙ÂÈ¯˜Ó‰Â ‰¯˜Ó‰ ÆÂ˙Â˘ÓÓ˙‰Ï ÈÂÎÈÒ‰ ÏÚ ÚÈ·ˆ‰Â Ú¯Â‡Ó‰ ˙‡ ¯ˆÈÈ ÌÂÏÈˆ‰ ÆÌÂÏÈˆ‰ Ï˘ ‰„È„Ó‰ ÈÏÎ

Æ˙ÓÏÂˆÓ ˙Â‡„ÂÂÏ ÂÎÙ‰

≥∞ ’ÓÚ ®≤∞∞∂ ¨‰ÈÏˆ¯‰Ø·È·‡ Ï˙© ·¯ÂÚ ÌÚ Â‚Ë

 ‡Ï‡  ¨Á˙Ù·  ˙·¯Â‡  ‰È‡  ¨ÌÈ„˘  ÏÂÁÓÏ  ˙Â‚ÂÊ‰  „Â˜È¯  ˙‡  ÍÂÙ‰Ï  ˙ÓÈÈ‡Ó‰  ‰ÎÒ‰  ¨Â‚Ë‰  ÌÂËÙ

 ‰ÒÈÎ  Úˆ·Ó  ¨‰˙ÈÁ  ˙ÁÂ˙Ï  ÌÈÏÙÂ˜Ó  ÂÈ¯ÙËÂ  ˙ÂÚ·ˆÂ‡Ó  ÂÈÙÎ˘  ¨·¯ÂÚ‰  ÆÍÂÓ  ‰·Â‚Ó  ˙¯Ú˙ÒÓ

 ¯ÈˆÏ ÌÈÒÎ˙Ó‰ ÌÈÈÂÒÎÏ‡‰ ÌÈÏÏˆ‰ ˙‡Â ÌÈ„˜Â¯‰ Ï˘ ‰ÙÂ˜Ê‰ Ì˙ÚÂ˙ ˙‡ ‰ˆÂÁ ¨˙È˜ÙÂ‡ ˙ÈËÓ¯„

 ÈÊÎ¯Ó‰ ‚ÂÊ‰ Ï˘ ÏÚ‰ ·˜ÚÂ ¨ÌÈ„˜Â¯‰ ˙Â‚ÂÊ Ï˘ ÌÈÈÏ‚¯‰ ˙Â·Ïˆ‰ ˙ÂÓ‡Â˙Ó ˙È‚È‚Á ˙ÂÈÒ˜Ë· ÆÈÎ‡‰

 ÌÈÏÏˆ‰Â ÌÈÁÈ¯‡‰ È¯ÂË Æ‰ÂÓ˙‰ Ï  ̆˙ÓÏ˘ÂÓ‰ ‰È¯ËÓÈÒ‰ ¯È  ̂¨‰Ùˆ¯‰ ÈÁÈ¯‡ ÔÈ·  ̆ıÈ¯Á· ˜ÈÂ„Ó· ıÂÚ

 ‰ÎÂÓ  ¨˜ÙÂ‡·  ˙¯˙ÒÂÓ  ÊÂ‚Ó  ˙„Â˜  Ï‡  ˙È˜ÒÏÂ¯·  ‰·ÈË˜ÙÒ¯Ù  Ï˘  ËÂË¯˘Î  ÌÈÒÎ˙Ó  ÌÈÎ¯‡ÂÓ‰

 ˜ÈÂ„Ó‰ ÔÂÓÊ˙‰ ˙‡Â  „È¯‚‰ ˙ÂÈ˜ÂÁ ˙‡ ¯ÙÈÂ  ‰È¯ËÓÈÒ‰ ¯ÈˆÓ ‚Â¯ÁÈ  ‰‡¯Î˘ ¨·¯ÂÚ‰ ÛÂÚÓ ÏÂÏÒÓÓ

 Ë˜ÂÙ¯ËÂ˜Â ˙ÂÙˆ¯Ó‰ ËÓÁ˘ ÏÚ ÌÈÏÏˆ‰ „Â˜È¯ ÌÚ È˙ÈÊÊ˙ ÏÂÁÓ· ‚ÊÓ˙Ó ˙Â‚ÂÊ‰ „Â˜È¯ ÆÂ‚Ë‰ Ï˘

 ÔÂÈÊÈÁ‰ „ÓÚÓ· ÌÈÙ ÔÈ‡ Í‡ ¨ÌÈÓ‡Â˙Ó ÌÈ„ÚˆÂ ˙ÓÏÂ‰ ‰¯Â‡˙ ¨˙È‚È‚Á ‰¯Â‡Ù˙ ¨ÌÏ˘ÂÓ ËÒ ÆÌÈÚ‰

 Â‡ ·È·Ò ÌÈÚÂ˙ Ô‰ÈË·ÓÂ ¨‰·Á¯‰ ÈÏÂ˘· ˙Â¯ÊÂÙÓ ¨Ô‰ÈÙ· ÔÈÁ·‰Ï Ô˙È˘ ˙Â„„Â·‰ ˙ÂÈÂÓ„‰ Æ‰·Á¯‰ ÏÚ

 ÆÌÈÎ¯ÂÓ
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 ÔÂ¯˘‰ ˙Ó¯ Æ‰ÏÈÓ‰ Ï˘ Û˜Â˙‰Â  ˜ÂÈ„‰ ˙Ó¯· ¯È·Ú‰Ï ÏÂÎÈ  ÂÈ‡  ÌÂÏÈˆ˘ ‚˘ÂÓÏ ‰Ó‚Â„  ≠  ‰ÁÙ˘Ó

 ˙È¯„ÂÓ Ë˜ÂÙ ˙ÓÏˆÓ ÆÌÈ¯ËÓ ‰‡Ó Ï˘ ÒÂÈ„¯·  ˙È„ÈÈÓ‰ Â˙·È·ÒÂ  ˙È·‰ ‡È‰ ÌÂÏÈˆ‰ ˙¯ÈÊ  Æ±π∏¥

 ÒÂË¯‡Ù‡Ï „Â‚È· ≠ ¯Â‚ Ï˘ ÂÂ˘Ï· ”ÈËÓÂËÂ‡ ÏÂÎÈÚ” ≠ ÈËÓÂËÂ‡ „Â˜ÈÓ ¨ÈËÓÂËÂ‡ ˘‡ÏÙ ¨ÔÂ˜È Ï˘

 ÌÈÏÎ· „ÚÂ˙Ó ÌˆÓÂˆÓ‰ ÈÊÈÙ‰ ·Á¯Ó‰ Ô‡Î ÆÈÚÂˆ˜Ó ÌÏˆÎ ‰ÙÂ˜˙ ‰˙Â‡· ÏÈÚÙ‰˘ ¨ÏÏÎÂ˘Ó‰Â „·Î‰

 ¨„È˙Ú· ¯·Ú‰ ¯Â‡È˙ ÔÚÓÏ ÌÏËˆ‰Ï ÈÂ‡¯˘ ‰Ó ˙‡ „·Ï ˙ÓÏˆÓ ‰ÓÏˆÓ‰” Æ··ÂÁ ÌÏˆ Ï˘ ÌÈÓˆÓÂˆÓ

 Ï˘ ‚˘ÂÓ‰ ˙Â·˜Ú· ¯Â‚© ”’„ÏÈ‰ Ï˘ ¯·Â„Ó‰ È‡’‰ ¨È˙ÁÙ˘Ó‰ ÔÂ¯ÎÈÊ‰ ÌÚÙ ‰È‰˘ ‰Ó ˙‡ ‰ÙÈÏÁÓ

 ·Á¯Ó‰ Æ‰„ÏÂ ¯·Î ‰¯Ó˙ Æ˙ÈÈÚ¯‚ ‰ÁÙ˘Ó Ï˘ ‡ÏÙ‰ ˘Á¯˙Ó ¨‰ÓÏˆÓ‰ ÏÂÓ ¨ÌÈÈÈÚ‰ ÏÂÓ Æ®Ô‡˜‡Ï

 ¨ÌÈ˜˙ œÓ ¨ÌÈÚÂˆÚˆ ÌÈÙÒÂ˙Ó ˙ÈËÙÂ‡‰ ‰¯ÈÊÏÂ È˙È·‰ ·Á¯ÓÏ ÆÈÊÈÙ‰Â ÈÏËÓ‰ Ô·ÂÓ· ‰˙˘Ó ÈË¯Ù‰

 ‡È‰  ÌÂÏÈˆ‰  Ï˘  ‰˜ÈË˜¯Ù‰  Æ‰Áˆ‰  ¯˙‡Î  ‡ÏÙ‰  „ÚÂ˙Ó  ˙ÈË˜ÙÓÂ˜  ÒÈÎ  ˙ÓÏˆÓ·  Æ‰È‚  ˙Â‡ÒÈÎ

 ¨˙È˙È·‰ ¯ˆÁÏ ˘ÏÙ ¯Ê Æ„È¯ÁÓÂ ÌÈÈ‡Ó ˙ÂÈ‰Ï ÍÙÂ‰ È˙È·‰Â ¯ÎÂÓ‰ Ú‚¯‰ Æ‰ÈÂÂ‰· ˙Ù˙˙˘ÓÂ ˙ÈÓÂÈÓÂÈ

ÆÌÈÂ‡Ó‰ ¨˜Á„ÂÓ‰ ‡Â‰  ̆¯Á‡ ÆÔ·¯Â˜‰ ¨ËÂÚÈÓ‰ ¨ÁÙÂ˜Ó‰ ¨˙ÂÁ‰ ÂÈ‡ ¨ÈËÈÏÂÙ‰ ÁÈ˘‰ ÔÓ ÂÈ‡  ̆”¯Á‡”

 ÔÈ·  ‰Á·‡‰  ˘ÂË˘Ë  È„Î  „Ú  ¯ÎÂÓ  ¯„Ò  Ï˘  Â˘Â·È˘·Â  Â˙¯Ù‰·  È‡È„ÈÂ¯Ù‰  ÌÈÂ‡Ó‰  Ï˘  Â„ÂÒÈ

 ÆÌÈÚÎ˘ÓÂ ÌÈÈÁ ÌÈÓÂ˘È¯ Â· ÚÈ·Ë‰Ï ÌÈÈÂÓÈ„Â ÌÈ¯ÂÙÈÒ ¨˙ÂÂÎÓ ¨ÌÈÓˆÚ Ï˘ Ì˙¯˘Î‰Â ¨ÌÓÂ„Ï ÈÁ

 „ÈÂ¯Ù ¯‡˙Ó ¨ÌÈ„ÏÈ Ï˘ Ì‰ÈÈÚ ˙‡ ¯˜ÂÚ‰ ¨®Hoffmann© ÔÓÙÂ‰ ‡”˙‡ Ï˘ ”ÏÂÁ‰ ˘È‡” ˙‡ ÂÁÂ˙ÈÓ

 Ë·Ó‰ ˙Â‰˜ Â‡ ¯»Â œÒ Ì‚ Æ®ÒÂ¯ÈÒ‰ ˙„¯Á ˙‡ Ì‚ ‰ÙÈÏÁÓ‰© ÏÂÎÓ ‡¯Â‰ ÌÂÈ‡Î ÔÂ¯ÂÂÈÚÓ ‰„¯Á‰ ˙‡

 ˙Â„Â‡  ÏÚ  ÍÓÒÓ·  Æ‡ÓÒÏ  ÌÈÈÂ˘Ú  ¨˙È˙ÈÊÊ˙‰  Ì˙ÂÎ˙ÏÂ  ÌÈÈÂÓÈ„Ï  ‰ÂÂÏ˙Ó‰  ˙ÂÙ„ÂÚÓ  ‰‡ˆÂ˙Î

 Ô˘È ˜ÂÈ˙ ÌÏÂˆÓ ®≤μ ’ÓÚ· Í˘Ó‰· Ë¯ÂÙÈ˘ ÈÙÎ ¨±±±≠±∞π ’ÓÚ ±ππ∞ ¨”ÌÈÎÓÒÓ” ‰¯„Ò‰ ÔÓ© ÏÈ„Â˜Â¯˜‰

 ˙‡ ‰ˆÂÁ‰ ‰ËÈ¯˘ ˙ÚËÂ˜ ÂÈÙ Ï˘ ÌÈÈÙÂÒÈ‡‰ ˙ÂÓÈÓ˙‰Â ˙Â˜È˙Ó‰ ˙‡˘Î ¨®¯Â‚ Ï˘ Â· ¨‰È¯Â‡©

 ¨‰ËÈ¯˘ÏÂ ÔÈÚÏ ˜È˘Ó‰ ÔÈ˙ Ï˘ ·Ê Ì‚ ÌÂÏˆ˙Ï ÂÙÒÂ ”ÍÓÒÓ”‰ ˙·Î¯‰ ÍÈÏ‰˙Ó ˜ÏÁÎ Æ‰Ó‰ ÔÈÚ‰

 ˙ÂÏÚ˙ ˙‡ ÌÈ¯ÎÊ‡Ó ÂÎÂ˙Ó˘ ”ÌÈÓ‰ È¯·ÚÓ”Â© ÌÈ·È· ÈÁÒÓ˙ ÏÚ È·¯Â‡‰ ÒÂ˙ÈÓÏ ¯˘˜˙Ó‰ ËÙ˘Ó

ÆÌÂÏˆ˙‰ ÏÚ ˙Â˜ÂÓÚ ˙ÂËÈ¯˘Â ¨®ÚÓ„‰

 ”‰ÂÓ˙ ‡Ï ÈÂÓÈ„” ‰¯„Ò‰ ÍÂ˙Ó ¨π∑ ’ÓÚ ®±π∏μ ¨·È·‡ Ï˙ ÂÈ„ÂËÒ Ø ‰ÈÏˆ¯‰ ¨˘Â·„ ÛÂÁ© ‰ÏÈ‰˙ ÏÈ„Â˜Â¯˜

 ‰ÈÈÙÂ‚© ˙¯ÂËÚ ®‰¯Ó˙© ‰Ë˜ ‰„ÏÈ ¯ÂÂÒ· ¯È‡Ó „Á‡ ÔÂÂÈÎÓ ˜ÊÁ ¯Â‡ ¯Â˜Ó Æ˙Ú˙Ú˙Ó ‰¯Â‡˙ Æ®±π∏μ©

 ‰ˆÂÁ ¨®ÌÏˆ‰ ‰È·‡Ï ‰¯Ó  ̇ÔÈ· „È¯ÙÓ© ‰ÂÓ˙‰ ˙Ó„˜· ¨‰ÈÙÏ Æ‰ÏÈ‰  ̇®‰ÈÊÈÂÂÏË‰ ˙¯„Ò Ï  ̆ÏÓÒ ÌÚ

 Ïˆ ÈÓ˙Î Á¯È ˙Ó„‡Î ÚÂ¯Ê‰ ÏÂÁ‰ ÏÚ ¨˙ÂÁÙ ¯ÂÁ˘ ÌÈ‰ ¨ÌÈÓÂË‡ ÌÈ¯ÂÁ˘ ÌÈÓ˘‰ ÆÔÈ˙ ÌÈÈ¯Ù‰ ˙‡

≤∞∞∂ ¨‰ÈÏˆ¯‰Ø·È·‡ Ï˙ ¨·¯ÂÚ ÌÚ Â‚Ë

   ≤∞∞¥ ¨ÌÈÈÙ˘ ¨‰„Ù ÚÂ¯È‡

±π∑π ¨˜¯ÂÈ ÂÈ ¨‰„Â¯Â ˙¯·‚

±π∑π ¨˜¯ÂÈ ÂÈ ¨‚Ê-‚ÈÊ ¯·‚

±π∏¥ ¨ÔÂ¯˘‰ ˙Ó¯ ¨¯Â·¯·‰ ÔÁÏÂ˘

 ¨˘Â·„ ÛÂÁ  ¨‰ÏÈ‰˙ ÏÈ„Â˜Â¯˜

 ±π∏μ  ¨·È·‡ Ï˙ ÂÈ„ÂËÒØ‰ÈÏˆ¯‰

±π∏μ ¨ÔÂ¯˘‰ ˙Ó¯ ¨Â˙È‚· ˘Á

ØÔÂ¯˘‰ ˙Ó¯ ¨Â˙È‚· ÏÈ„Â˜Â¯˜

±π∏μ ¨·È·‡ Ï˙ ÂÈ„ÂËÒ

 ¨ÏÈ„Â˜Â¯˜‰ ˙Â„Â‡ ÏÚ ÍÓÒÓ‰

±ππ∞ ¨·È·‡ Ï˙ ÂÈ„ÂËÒ



     ≤±/≤∞

 ·¯˜ ˙·‡˙ ˙È˙Â¯Á˙ ‰¯·ÁÏ Ï˘ÓÎ Ï„‚Ó‰ ¯ÂÙÈÒ ˘Ó˘Ó ¨”¯ÈÚ‰ Ï˘ ÌÈÏÓÒ” ¨‡˜Ù˜ Ï˘ ¯ˆ˜‰ Â¯ÂÙÈÒ·

 ˙ÂÙ˘” Â¯Ó‡Ó· Â˜‡ ÂË¯·ÓÂ‡ ÆÌÚË È¯ÒÁ ˙ÂÂ¯˜Ú· ˙È˜È¯‰Â ˙˘˜ÈÚ‰ ‰˙Â˜·„ ·˜Ú ‰ÈÏÎÏ ˙Ï·ÂÓ‰

 Ô‚  ‚˘ÂÓ ˙˘ÈÙ˙ ‡˘Â· ÒÎ ˙¯‚ÒÓ· ÌÈÏ˘Â¯È· ±ππ∑ ÏÈ¯Ù‡· ‡˘ ‰Â˘‡¯‰ Â˙Ò¯‚ ˙‡˘© ”Ô„Ú Ô‚·

 ˙Â¯ÙÒ ¨ÔÂ˘Ï‰ ˙Â„ÏÂ˙ ¯˜Á ≠ ÌÈ˜È˙Ú ÌÈ·˙Î ˙ÂÚˆÓ‡· ¯˜ÂÒ ¨®˙ÂÈËÒÈ‡È˙ÂÂÓ‰ ˙Â˙„‰ ˘ÂÏ˘· Ô„Ú‰

 Â˙Ù˘ ¨‰Â˘‡¯‰ ‰Ù˘‰ ·È·Ò ÂÁ˙Ù˙‰˘ ÌÈÒÂ˙ÈÓ‰ ˙‡ ≠ È¯ÈÈ‚ÈÏ‡ ‰Ë„ Ï˘ ÚÒÓ‰ Í¯„ ¯˜ÈÚ·Â ˙ÈÏ·˜

 ˙¯ÓÂ˘‰ ÂÊÎ ¨”˙ÓÏ˘ÂÓ ‰Ù˘” Ï‡Î ‰ÈÏ‡ ˙ÂÒÁÈÈ˙‰‰Â ¨Ï·· Ï„‚Ó ÈÙÏÂ ÏÂ·Ó‰ ÈÙÏ Ô„Ú Ô‚· Ì„‡ Ï˘

 ±¥ÆÌÈ¯·„‰ Ú·ËØÌÈ‡˘ÂÓ‰ ÔÈ·Ï ˙ÂÓ˘‰ØÌÈÏÓ‰ ÔÈ· ¨¯˙ÂÈ· ¯È˘È‰ ¨ÈÏ‡È„¯ÂÓÈ¯Ù‰ ¨ÈÂ˘‡¯‰ ¯˘˜‰ ÏÚ

 ˙˘ÈÙ˙ Ï˘ ‰¯Â˜Ó ÈÎ  Ò¯‚  ‡Â‰  ÆÈÒ¯‰ ‡Ï‡ ¨ÈÏ‡È„È‡  ·ˆÓ ÂÊ  ˙Â„Á‡· ‰‡¯  ‡Ï  ıÈ·Â·ÈÏ  Â‰ÈÚ˘È

 È· Ï  ̆Ì‡ËÁ ¨Â˙ÚËÏ Æ·Â˙Î· ÈÁË  ̆ÔÂÈÚ· ‡Â‰ ®Ï·· Ï„‚Ó© ˙Â˘Â‡‰ Ï  ̆‡ËÁ ÏÚ ˘ÂÚÎ ˙ÂÂ˘Ï‰ ÏÂ·Ï·

 Ì˙ÂÚˆÓ‡· ÚÈ‚‰Ï ‰ÙÈ‡˘‰ ‡Ï‡ ¨¯ÈÚ‰Â Ï„‚Ó‰ ÂÈ‡ ®ÏÂ·Ó‰ ¯Á‡Ï˘ ˙˘„ÂÁÓ‰ ˙Â˘Â‡‰© ‰‚ÏÙ‰ ¯Â„

 ¨˙ÂÈÊÂÎÈ¯ ¨˙ÈÎ¯Ú ˙ÈÂÈÚ¯ ˙Â¯˜Ú ¨ÌÂÈ‡ ÌÊÈÓ¯ÂÙÂ˜ ˙‡Ë·Ó‰ ‰ÈÂÓ‚‰ ¨”ÌÈ„Á‡ ÌÈ¯·„ÏÂ ˙Á‡ ‰Ù˘”Ï

 ˙ÏÏÂÎ‰  ˙Â„ÈÁ‡‰  ˙‡  ‰”·˜‰  ÚÓ  ÂÈ„ÒÁ·Â  ˙Â˘Â‡‰  ÏÚ  ÂÈÓÁ¯·  ÆÌÊÈ¯ËÈÏËÂË  ≠  ˙Â¯Á‡  ÌÈÏÈÓ·Â

 Ì„‡‰ È· ÏÚ ÏËÂÓÂ ¨˙ÈÎ¯ÚÂ ˙ÈÂÈÚ¯ ‰Èˆ‡Èˆ¯ÙÈ„ ¨ÌÈÏ„·‰ ‰· ÌÈÓÈÈ˜˘ ˙Â˘Â‡ ¯ˆÈÂ ¨ÂÊ‰ ˙ÎÂÒÓ‰Â

 ˙È˘Â‡  ‰È¯ÂËÒÈ‰  ‡È‰  ‰‡ˆÂ˙‰  ÌÓ‡Â©  Æ˙ÂÂÂ‚Ó‰Â  ˙ÂÂ˘‰  Ì‰È˙ÂÙÈ‡˘  ÏÚÂ  Ì‰ÈÎ¯Ú  ÏÚ  ˜·‡È‰Ï

 ˙‡Ê·Â ¨˙ÂÂÒ‡‰Â ÌÈÚ˘Ù‰ „‚ ˜·‡Ó‰ ˙„ÏÂ˙ Ì‚ ‡È‰ ˙Ú· ‰· Ï·‡ ¨˙ÂÂÒ‡Â ÌÈÙÂ¯ÈË ¨ÌÈÚ˘Ù ˙„ÂÓÏ

 ÏÎ Â· Â¯˙Ù˘ ¨‰‡ÏÓ ‰ÈÂÓ¯‰ Ï˘ ÌÏÂÚ· ÈÎ ıÈ·Â·ÈÏ ˘È‚„Ó ‡·È˜Ú ’¯ ˙‡ ÂËËˆ· Æ®˙ÈÎ¯Ú‰ ‰˙ÂÚÓ˘Ó

 ÌÈ„Â‚È ≠ ‰Èˆ‡Èˆ¯ÙÈ„ ÆÌÈÈÁ· ıÙÁ ÔÈ‡ ÔÎÏÂ ¨ÌÈˆÓ‡ÓÏÂ ÌÈ˜·‡ÓÏ ÌÂ˜Ó ÔÈ‡ ¨‰·ÂÁ ÔÈ‡Â ˙ÂÎÊ ÔÈ‡ ¨˙ÂÈÚ·‰

 ±μÆ˙ÈÎ¯Ú‰ ‰˙ÂÚÓ˘Ó ‡È‰Â ¨˙Â‡ÈˆÓ· ˘È˘ ”ıÙÁ‰” ‡È‰ ≠ Ì‰ÈÏÚ ÌÈ˜·‡Â ÌÈÓÁÂÏ ÌÈ˘‡˘ ÌÈÏ„·‰Â

 ¨Ê‡Ó ¯Â‚  Ï˘ Â˙¯ÈˆÈ ÏÎ· ÚÈÙÂ˙ ¨‰Ù˘‰ Ï˘ ˙Ï„·Ó‰ ‰˙ÂÎÈ‡ ˙‡ ‰ÏÈ˘ÎÓÂ ˙¯‚˙‡Ó‰ ‰Ó‚Ó‰

 Ï˘  ˙Â·˜Ú  ËÚÓ  ÂÏÂ  ˘ÂÙ˙Ï  Â˙ÏÂÎÈÏ  ÒÁÈ·  ˙ÂÚÈˆÂ  ˙Â˜ÙÒ  Ï˘  ‰„ÓÚ  ¨ÌÈÈÈ·  ˙˜ÒÓÎ  ¨ÚÈˆ˙Â

 ‰„ÓÚ ªÔ„ÚÈ Â‡ Ô‡ˆÂÓ ˙ÚÈ·˜· ¯˘‡Ó ¯˙ÂÈ ˙Â·˜Ú‰ ¯Á‡ ˙Â˜Á˙‰· ·  ̄˜ÂÙÈÒ ˙‡ˆÂÓ‰ ‰„ÓÚ ¨ËÏÁÂÓ‰

 ÈÏÂ‡ ¨ÌÈÓ˘· Â˘‡¯˘ Ï„‚ÓÂ Ì˘ ÂÏ ˙Â˘ÚÏ ÌÂ˜Ó· ÈÏÂ‡ ˙Ï‡Â˘Â ¨˜ÙÒ‰ Ï˘ ÌÈÓÂËÙÓÈÒ‰ ˙‡ ˙¯Î·Ó‰

 ‚˘ÂÓ‰ ˙‡ Ú·Ë˘ ¨®Bohr© ¯‰Â· ÒÏÈ È‡˜ÈÊÈÙ‰ ÆÈÊÈÙ‡ËÓ „ÓÚÓÏ ”ÈÏÂ‡” ‰ÏÈÓ‰ ˙‡ ‰È·‚‰Ï ÌÂ˜Ó ˘È

ÆÌÈÓÈÏ˘Ó ÌÈ‚˘ÂÓ Ì‰ Ì‚ ˙Ó‡Â ˙Â‡„ÂÂ˘ ¨ÍÈÂÁÓ ÔÙÂ‡· ÈÏÂ‡ ¨ÔÚË ¨ÌÈË‡ÂÂ˜‰ ˙¯Â˙· ”˙ÂÈ¯ËÓÏÙÓÂ˜”

 ÌÈ„ÏÈ ˙Â„‚‡ Ï˘ ÔÈ¯Â˙ÒÓ ¨‰ÙÂ¯È‡ Ï˘ ÁÈ¯ ¨ÏÏÎ Í¯„· ¨ÂÓœÚ ‡˘Â ¨¯ÚÈ ÂÏ ÌÈ‡¯Â˜ Â‡ ÒÂÓÈ ÍÂ˙Ó˘ ¨˘¯ÂÁ

 ÌÈ˜„Ò ÆÚ˙Ú˙Ó Í‡ ¨ÌÂÒ  ̃‰‡¯Ó ‚ÈˆÓ ±∂∏ ’ÓÚ ®≤∞∞∂ ¨‚ÏÂÙ ˙¯ÂÓ˘© ÈÓÂ˜Ó ¯ÚÈ ÆÌÈÙÂˆ‰ Ï  ̆ıÈ  ̃‰ÁÓÓ ˙ÂÂ¯ÎÈÊÂ

 ÌÒÂÁ ‰‰ÎÂ ‰ÎÈÓÒ ‰ÈÈÁÓ  ̂Ï  ̆˘Â‚ ÆÌÈË¯Ù‰ ÔÈ· ˙ÂÈËœ‡· ËËÂ˘ÓÂ ‰‰˙˘Ó Ë·Ó‰ ¯˘‡Î ÈËÓÂ¯‰ ÛÂ· ÌÈ¯ÚÙ

 „Â‡Ó ‰‰Î ÂÏÂÎ ‰‡¯Ó‰ ÆÍ˘ÂÁ Â‡ „·Î Ïˆ ¨‰¯ÂÁ˘ ‰Ó„‡ ‡Â‰ Ì‡ ¯Â¯· ‡Ï˘ ¨‰‰Î ÏÈ·˘Ï ÏÚÓ ¨ÔÈÓÈÓ Ë·Ó‰ ˙‡

 ÒÂËÙÈÏ˜‡ ÈˆÚ Ï  ̆‰¯Â  ̆Æ̇ ÂÏÈÏ„ ÌÈˆÚ ˙Â¯ÓˆÂ ˙ÂÁÈÁ  ̂ÏÂÁ ˙ÂÚ·‚ ÌÈ˙ÎÓ‰ È˙ˆÓÂÁ ¯Â‡ ÚÈˆÙÓ ˜ÙÂ‡· Ǣ „Â˜Â

 ¨Ô‰ÈÏÚ ÌÈÊÎÂ¯Ó ÌÈ˘·È ÌÈÙÚÂ Â· ÂÏ‚˙‰ ˙ÂÁ¯˜˘ ¨‰‰Î ·˘Ú ÍÂ˙Ó ¨˙Â‡Ï· ˜ÙÒ ˙ÂÚÈˆ· ˜ÙÒ ¨˙‡˘˙Ó ÌÈÊ¯

 ¨ı¯‡Ï ÌÈÓ˘ ÔÈ· ¨Ì‰ÈÈ·Â ÆÌÈÓ˘· ÌÈ‰Î ÌÈÚÂ ¨Ú˜¯˜‰ ÈÙ ÏÚ ˙Á˙Ó ÏÙ¯Ú Ï˘ ‰˜„ ‰ÚÂˆ¯ Æ̇ Â‡·Ï ÊÓ¯ ÈÏÂ‡

 ÆÔÂÁËÈ· ¯˙ÈÏ ‰Ë‡Â ¨ÌÈÚ‰ ÔÈ· ˙ÒÒÂ‰Ó ‰ÁË·‰Î ·¯˜˙Ó ¯È‰· ÏÂÎ˙ ¨˙˜ÁÂ¯Ó ‰Ú·‚ ÏÚ ÏÙÂ‰ ¯Â‡ Ì˙Î

 ÏÎÓ  ˙ÂÏˆÙ˙ÓÂ  ˙ÂÙÚ˙ÒÓ‰  ¨®˙ÂÈÙÂÒÈ‡‰©  ˙ÂÈÂ¯˘Ù‡‰  ÔÎ˘  ¨ÈÏ‚ÚÓ  ¯Èˆ  Á˙ÂÙ  ˜ÙÒ‰  ÔÂ¯˜Ú

 ¯‡˙Ï ÒÁ¯Â·  ·ÈËÈ‰˘ ÈÙÎ  ¨˙ÈÙÂÒÈ‡  ‰‡ÏÂÏ  ˙Â¯ˆÂÈ  ¨˜ÙÒ ÏÈË‰Ï  Ô˙È  Ô‰·˘ ®˙ÂÈÙÂÒÈ‡‰©  ˙Â„Â˜‰

 ‚ÂÏÂÈÒ‰ ÆÏÏÎ· Â˙·È˙Î· ÁÎÂ‰ ÈÂ¯˜Ú ·ÈÎ¯ÓÎÂ ¨ÌÈ¯Á‡ ÌÈ·¯ ÌÈ¯ÂÙÈÒ·Â ”ÌÈÏˆÙ˙Ó‰ ÌÈÏÈ·˘‰ Ô‚”·

 „Á‡Ï  ¯˘˜‰·  ÂÏ  ¯ÓÂ‡  ¨ÌÈÏˆÙ˙Ó‰  ÌÈÏÈ·˘‰  Ô‚  Ï‡  ¨ÔÙ-ÈÂÒË  ¨È„È˙Ú‰  ÂÁˆÂ¯  ˙‡  ÒÈÎ‰˘  ¨„ÓÂÏÓ‰

 ÈÙÏ”  ∫®”ÔÓÊ‰  Ï˘  ‰‡¯  È˙Ï·  ÍÂ·Ó”Â  ”ÌÈÏÓÒ  Ï˘  ÍÂ·Ó”  ‰ÎÓ  ‡Â‰  Â˙Â‡©  ÍÂ·Ó·  ‡ˆÓ˘  ÌÈ·˙ÎÓ‰

 ÔÂ¯˙Ù ÈÓˆÚÏ È˙¯‡È˙ ‡Ï ÆÈÙÂÒÈ‡ ˙ÂÈ‰Ï ¯ÙÒ ÏÂÎÈ ÔÙÂ‡ ‰ÊÈ‡· ÈÓˆÚ ˙‡ È˙Ï‡˘ ‰Ê ·˙ÎÓ È˙‡ˆÓ˘

 ˙Â¯˘Ù‡ ¯ˆÂÈ˙ ÍÎÂ ¨ÔÂ˘‡¯‰ Â„ÂÓÚ ÌÚ ‰‰Ê ‰È‰È ÔÂ¯Á‡‰ Â„ÂÓÚ˘ Í¯Î ¨ÈÏ‚ÚÓ ¨È¯ÂÊÁÓ Í¯Î ˙ÏÂÊ ¯Á‡

 ‰„‡Ê¯Á˘ ‰ÎÏÓ‰ ¯˘‡Î ¨’‰ÏÈÏÂ ‰ÏÈÏ ÛÏ‡’ ÊÎ¯Ó·˘ ¨‰ÏÈÏ Â˙Â‡· È˙¯ÎÊ ÔÎ Æ˙ÈÙÂÒÈ‡ ˙ÂÈ¯ÂÊÁÓ Ï˘

 È„Î ÍÂ˙ ‰ÚÈ‚ÓÂ ¨‰ÏÈÏÂ ‰ÏÈÏ ÛÏ‡ Ï˘ ¯ÂÙÈÒ‰ ˙‡ ¯ÙÒÏ ‰ÏÈÁ˙Ó ®˜È˙ÚÓ‰ Ï˘ È‚‡Ó‰ Â˙Ú„-¯ÂÊÈÙ Ï˘·©
±∂”ÆÛÂÒÈ‡ „Ú ÍÎÂ ≠ ˙¯ÙÒÓ ‡È‰ ÂÈÏÚ˘ ÂÓˆÚ ‰ÏÈÏ‰ Â˙Â‡Ï ‰¯ÂÙÈÒ

∑μ≠∑± ’ÓÚ ®±π∏∞≠±π∑∑© ·ÂÁ¯ ÌÂÏÈˆ ≠ ˜¯ÂÈ ÂÈ

 ˘ÂÓÈ˘‰ ÔÓ ˙Â¯Ê‚‰ ÂÏ‡Ï ¯·ÚÓ ÂÈ˙ÂÈÂÚÓ˘Ó ˙‡ ÔÁ·Â ¨”·ÂÁ¯ ÌÂÏÈˆ” ‚˘ÂÓ‰ ˙‡ ¯Â‚ ˜¯ÈÙ ÂÊ ‰¯„Ò·

 Æ®·ÂÁ¯· ÌÂÏÈˆ© ÈÊÈÙ‰ ¯˙‡‰ ÔÂÈˆÎ Â‡ ®”·ÂÁ¯ ·ÏÎ” ÂÓÎ ¨”·ÂÁ¯ ÌÂÏÈˆ”© Ì˘‰ ¯‡˙ÓÎ ˙ÂÎÈÓÒ· ”·ÂÁ¯”·

 ÌÈ¯Á‡‰  ÌÈÙ˙˙˘ÓÏ  ‰‰Ê  „ÓÚÓ·  ÈÂˆÓ  ÌÏˆ‰  ¯˘‡Î  ¨·ÂÁ¯·  ˙È·ÈË˜‡  ‰„ÈÚˆ  ÍÂ˙  Â˘Ú  ÌÈÓÂÏˆ˙‰

 ÌÂÈÓÂÈ‰ ˙Â‡ÈˆÓ È„È ÏÚ ¯„‚ÂÓ ˙ÈÈËÁ‡·‰ ˙Â˘¯Ù· Ï·¯˜‰ Æ˜¯ÂÈ ÂÈ· ·ÂÁ¯· ‰„ÈÚˆ‰ ≠ Ï·¯˜‰ ˙¯ÈÊ·

 Â˙ÚËÏ Æ˘„ÂÁÓ ÔÂÈ„Ï ‰ÈÏÓÒ ˙‡ Á˙ÂÙ ‡Â‰  ̆ÍÎ· ‰Ê˙ÈË‡ ‰Ï ˘Ó˘ÓÂ ¯‚˙‡Ó ‡Â‰ ‰˙Â‡  ̆¨‰ÓÈÓ˘Ó‰

 ÌÏˆ‰ Ô‡Î ÆÔÂÒ‡Â ÈÂ˘ Ï˘ ˙È·ËÂ˜ ˙ÂÈÏ‡Â„ ÌÈ„Á‡Ó‰ ÌÈÈËÏÂÂÈ·Ó‡ ÌÈÏÓÒ ÒÂÓÚ Ï·¯˜‰ ¨ÔÈËÁ‡· Ï˘

 ”È˘ ¯Â„”  ÁÈË·‡‰ ˙‡Â ¨®∏≤ ’ÓÚ  ±π∏¥ ¨ÔÂ¯˘‰ ˙Ó¯ ¨˙ÈÓÏ˘Â¯È  Ô·‡ ÏÚ ÁÈË·‡© ıˆÂÙ˙Ó‰ ÁÈË·‡‰ ˙‡

 ÈÂÓÈ„· ¨˙ÂÈ¯‚ ÏÂÓ ˙ÂÈ¯ÏÂ‚ÈÒ· ÔÂÈ„Ó ˜ÏÁÎ ¨®±±∏ ’ÓÚ ±ππ∞ ¨ÔÈÎÒ‰ ÏÚ ¨ÂÓˆÚ Ï˘ Ì„Â˜ ÌÂÏˆ˙ Ï˘ ÌÂÏˆ˙©

 ÌÈÁÈË·Ó‰  ¨ÌÈÈÂ‡¯‰  ˜Á¯Ó‰ÓÂ  ÔÂÂÈÎ‰  ÔÓ  ˙ÓÏÂˆÓ  ˙¯Ù¯ÙÁ‰  ˙Ú·‚  Æ˙ÂÈ˙¯„ÒÂ  Ûˆ¯  ÏÂÓ  Ï‡  „„Â·‰

 Æ˙Â¯È‰Ê·  ÌÂ˜Ó ‰Ï  ÌÈ ÃÙÓ  ‰ÈˆÈÊÂÙÓÂ˜·  ÌÈÙÒÂ‰  ÌÈ·ÈÎ¯Ó‰ Ì‚  ÍÎ  ÆÌÏˆ‰  Ï˘ ÂÏœ̂  ‰ÈÏÚ  ÏÂÙÈÈ  ‡Ï˘

 Ï˘ ÌÈ‚ÈÓˆ ˙Â·˜ÚÂ  ÌÈÈÏÚ  ˙Â·˜Ú ¨Ï‡Ó˘Ó Ï˙‰ ˙‡ ˙ÂÙ˜ÂÚ  ˙¯Á‡ ‰Ë˜ ‰ÈÁ Â‡  ·ÏÎ  Ï˘ ˙Â·˜Ú

 ‰ÈÂÂÁ ¨Ï˙‰ ·Ï ÏÚ ‰ÎÈ¯„ Ï˘ ‰ÓÈÚ ‰˘ÂÁ˙· „ÈÓ ‰ÂÂÏÓ‰ ¨‰·˘ÁÓ‰ ˙ÚÓ È˙Ï· ËÚÓÎ ÆÔÈÓÈÓ ≠ ·Î¯

 ÔÂ¯„Ó‰ ÚÂÙÈ˘·  ˜ÈÏÁ‰Ï  ‡Ï˘ ¨‰Ú·‚‰  ˙‚ÒÙÏ  ˜ÂÈ„·  ¯È‰Ê‰  ÔÂÂÈÎ  ˙‡Â  ÛÂ‚‰  ˙ÂÚÂ˙  ˙‡ ˙¯ÊÁ˘Ó‰

 ÔÈ‡ ÌÈÈÏÚ‰ Ì‡ ÆÌÈÎÈ¯Ù‰ ÌÈ·‚¯‰ ıÂÙˆÙ ÍÂ˙ Ï‚¯‰ ÛÎ Ï˘ ‰Î¯ ‰˙ÈÁ ÆÌÂËÓÂÓ‰ ˙‡ ıÈÓÁ‰Ï ÍÎ·Â

 ÂÈ‡  ·¯‚‰  Ì‡  ˙‡Ê  ¨ÏÚ‰  ÍÂ˙  Ï‡  ‰˘·È  ‰Ó„‡  È¯Â¯ÈÙ  ËÚÓ  Â˜ÈÏÁÈ  ·ÂË‰  ‰¯˜Ó·  È¯‰  ¨ÔÈÈ„  ˙Â‰Â·‚

 ÌÈ¯ÓÂÁ  ÍÂ˙·  ˙Â¯Á‡  ˙ÂÎÈ¯„  Ï˘  ˙È˘ÁÂÓ  ‰ÈÂÂÁ·  ˙ÂÂÏÓ  ·Â˘  ¨˙Â·˘ÁÓ‰  ˙Â„„Â  Ô‡ÎÓÂ  ÆÈ„Ó  ¯ˆ˜

 ˙Â‰Â·‚ ÌÈÈÏÚ· ˙ÂÙÈÈÚ ÌÈÈÏ‚¯ ªÌÈ‰ ˙Ù˘ ÏÚ ÏÂÁ· ‰ˆÁÓÏ ·ÂË¯ ÔÂÓ¯‡ ˙ÂÒ¯Â‰ ˙ÂÙÁÈ ÌÈÈÏ‚¯ ∫ÌÈ¯Á‡

 ¯·ÂÚ‰ ‰Ê ÂÓÎ ¨˙Â¯˜Â„ ÌÈ·‡· ˙ÂÙÁÈ ÌÈÈÏ‚¯ Ï˘ ·‡ÂÎ Ú‚Ó ¨˙Â·Â‰ˆ ˙ÂÂÈ„· ÌÈ„·Î ÌÈ„Úˆ· ˙ÂÚ˜Â˘

 ‰ÎÈÏ‰ Â‡ ¨®±∂¥ ’ÓÚ ≤∞∞∂ ¨·È·‡ Ï˙ ¨ÊÈ˜¯ÂË ‰Ïˆ‰ Ï‚Ï‚Â ÈËÈÒ‰© ¯ÈÚ‰ Ï‡ ÌÈ‰ ÔÓ ‰ÏÂÚ‰ ‰ÁÙ˘Ó‰ ˙ÂÓ˙·

 Ï˙‰ ÏÚ ‰Î¯„ ‡Ï Ï‚¯ Û‡ Ï·‡ Æ˙ÂÙÚÏÊ Ì˘‚ È¯Á‡ ÈˆÂ· ÏÈ·˘· ¨˙¯Ù¯ÙÁ‰ „ÈÏ ˙Â„˘· Ì˘ ¨˙ÈÚ·ÂË

 Ú‚¯‰” ˙‡ ·ÎÚÓ Â‡ ÔÂÂÎÓ· ıÈÓÁÓ Ï˙‰ Ï˘ ÚÈ¯ÎÓ‰ Ú‚¯‰ ÆÌÂÏÈˆ‰ Ú‚¯Ï „Ú ‡Ï ˙ÂÁÙ‰ ÏÎÏ ¨‰ÂÓ˙·˘

 ˙„Â˜ ÌÂÏÈˆ· Â‡ÈÙ˜‰˘ ¨ÌÈ¯Á‡Â ‚ÈË¯‡Ï ¨ÔÂÒ¯·-‰ÈÈË¯˜Ó ∫ÌÂÏÈˆ‰ ˙Â„ÏÂ˙Ó ¯ÎÂÓ ‡Â‰˘ ÈÙÎ ¨”ÚÈ¯ÎÓ‰

 ÈËÈ¯˜ ‡Â‰ Ú‚¯‰ Ô‡Î  Æ®˙ÈÏÂÏ˘ ÏÚÓ ‚ÂÏÈ„  Â‡  ‰·Â‚Ó ‰ˆÈÙ˜ Ï˘ÓÏ©  ÔÓÊ‰ Ûˆ¯· ÈÂÙˆ ‰Î˘Ó‰˘ ‡È˘

 ¯ÓÂÏ È˙ÂÊÁ ÈÂÓÈ„ Ï˘ ‰„Á‰ ˙ÏÂÎÈ‰ ˙‡ ˘È‚„Ó ‡Â‰Â ¨„·Ï· ˙ÈÏ‡ÈˆËÂÙ ‰È‚¯‡ ‡Â‰ ¨˙Â‡ÈˆÓÏ ¨‰ÂÓ˙Ï

 ÆÌÈÏÈÓ Ï˘ ÌÈÏ œ̇  ÈÏ œ̇  Â¯Â‡È˙Ï Â˘¯„ÈÈ˘ ‰Ó ˙‡ ¨„·Ï· ÌÏ˘‰ Ï˙‰ ˙ÂÚˆÓ‡· ÈÏÂ‡ ¨ÌÈ¯ÂÙÒ ÌÈËÓÏ‡·

 ÔÈ‡ ‰¯Â‡ÎÏ˘ ˙ÂÈÂ¯˘Ù‡ ¨®øÂÈ¯Á‡ÏÂ ÂÈÙÏ ‰¯˜ ‰Ó© ‰ÏÈÏÚÏ Ú‚Â· ˙ÂÁÂ˙Ù ˙ÂÈÂ¯˘Ù‡ ¯È˙ÂÓ ÌÂÏˆ˙‰

 Æ®±¥± ’ÓÚ ˘Á È˙È‡  ̄ËÚÓÎ ‰‡¯© È˙Â¯ÙÒ‰ Ë·È‰· ˙ÂÈËÂÂÏ  ̄Í‡ ¨ÌÂÈ„Ó‰ Ï  ̆ÈËÒÈÏ‡ÈˆËÒÈÊ˜‡‰ „ˆ· ˙ÂÈËÂÂÏ¯

 ÌÏÂˆÓ‰ ÈÂÓÈ„‰ ˙ÂÈ„ÈÈÓ·Â ˙ÂÈ·ÈË˜Â„¯‰ ÔÂ¯˙È· ˙ÂÂÂ‚Ó ÌÈÎ¯„· ¯Â‚ ÏÙÈË ˙È˙ÂÓ‡‰ ÂÎ¯„ ˙È˘‡¯Ó

 ÆÈÏÂÏÈÓ ¯Â‡È˙· ÂÓÂˆÓˆ ˙ÓÂÚÏ È˘¯Ù‰ Ï‡ÈˆËÂÙ‰ ˙¯˘Ú‰ ÍÂ˙
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 ÌÈÏÈÊ‰ ˙ÂÎÓÒ‰Â Û˜Â˙‰ ˙˜È„· ÍÂ˙ ˙È˙ÂÊÁ ‰Ù˘ ÌÚ ˙ÈÏÂÏÈÓ ‰Ù˘ ¯Â‚ ˙ÓÈÚ ±π∑μ ˙˘Ó ‰¯„Ò·

 ÌÈËÙ˘Ó”  ÔÈÚÓ·  ÆÌÏÂˆÓ‰  ÈÂÓÈ„‰  Ï˘  ˙ÎÓÒÂÓ‰Â  ˙ËÏÁÂÓ‰  ˙ÂÈ·ÈËËÈ¯ÂËÂ‡‰  ˙ÓÂÚÏ  ‰ÏÈÓ‰  Ï˘

 ÔÂ‚Î ¨ÌÈÈÏÂÏÈÓ ÌÈ‚˘ÂÓ ÂÁ· ˙ÂÈ‚ÂÏ ˙ÂÚË Ï˘ ‰·Ó·Â ”ÌÈÈÂ˘Ï” ÌÈËÈ¯Ù ≥≠≤ Ï˘ ¯È·Á˙· ¨”ÌÈÓÏÂˆÓ

 ˙ÂÈˆ ˙Â„Â‡ ÏÚ Â‡¯ ªÏ˘ÓÏ ˙ÂÈÂ¯ÈÚ ˙Â‡¯Â‰Ï© ˙ÂÈˆ ¨‰ÏÂÚÙ ¨®±∑ ’ÓÚ ¨ÏÈÚÏ ¯ÎÊÂ‰˘ ÈÙÎ© ®ÈÂÂÈ‡© ÔÂˆ¯

 ˙‡Ê ¨ÌÈÏÈÓ Ï˘ ˙ÂÚÓ˘Ó ÈÂÈ˘ ˙Â„Â·Ú· ÌÈÈ˜ ˙ÂÙ˘ ÔÈ· ¯·ÚÓ· Æ®∂π≠∂∏ ’ÓÚ ±π∑μ ¨Â˜ÒÈÒ¯Ù ÔÒ ¨‰ÓÙ‰Â

 ¨Â˜ÒÈÒ¯Ù ÔÒ ¨˙ˆÓÁÂÓ ˙ÚÏÂ˙Â ıÚ ÁÂÙ˙© ÁÂÙ˙· ‚¯Â·‰ ‰¯˜Ó· ÍÎ Æ‰¯Â¯· ˙È˙ÂÊÁ ‰ÂÂÎ‰Ï ÛÂÙÎ·

 ‚ÏÒ· ‰˘Â¯ÈÙ˘ ¨screw ‰ÏÈÓ‰ ÆÁÂÙ˙· ˙ÚÏÂ˙ ÈˆÁ Ï˘ ˙ÈÓÓÚ‰ ‰ËÂ„˜‡· ˘ÂÓÈ˘‰Â ¨®∂≥≠∂± ’ÓÚ ±π∑μ

 ÂÁ˙Ù· ‰ÓÓ ÈˆÁ ‡ˆÓ Ì‡˘ ÂÊ  ¨˙ÚÏÂ˙‰ ˙‡ ÌÂÏˆ˙· ÛÈÏÁÓ‰ ‚¯Â·‰ ˙‡ ˙¯‡˙Ó ¨”ÔÂÈÊ”  Ì‚  ÈÏ‚‡

 ®”ÌÈËÙ˘Ó‰”©  ˙ÂÈ˘ÈÏ˘‰Â  ÌÈ„Óˆ‰  Æ˙ÈÏ‚‡·  ®”ÏÊ‡ÊÚÏ”  Ì‚©  fuck  ÔÒ  ÈÏÂ‡  ¨ÁÂÙ˙·  ‡·‰  ÒÈ·‰  Ï˘

 ÏÚ ‰·˘ÁÓÂ ¨˙ÂÈ˙·ÈÒÂ Ûˆ¯ ¨¯„Ò Ï˘ ˙ÂÂ¯˜Ú· ¨ÌÈÈÈÚ ˙ÂÏ˘Ï˙˘‰· ÔÂÈ„ ÌÈ¯˘Ù‡Ó ¨‰¯„Ò· ÌÈ‚ˆÂÓ‰

 „·Ï Â‰˘ÏÎ ‚˘È‰ ÔÚÓÏ Â‡ ‰¯Â¯· ‰¯ËÓ ‡ÏÏ ¨˙È˘È‡ ˙ÂÒ˙‰ È„Î ÍÂ˙ ‡Ï‡ ÛÂ˘ÁÏ Ô˙È ‡Ï˘ ÌÈ‡˘Â

 ‰ÒÓ‰ ¨‰Ù˘‰ ˙Ï˘Î‰ Ï˘ Â‡ ‰Ù˘· ”˙ÂÏÏÚ˙‰” Ï˘ ‰Ó‚Ó Ô‡Î ˙Á˙Ù˙Ó ÔÂÂÎÓ ÔÙÂ‡· Æ˙ÂÒ˙‰‰Ó

 Â˙ÂÈ‰ ˙‡ ‰˘È‚„Ó Û‡Â ¨Ï·· Ï„‚Ó ÁÒÂ ÏÂ·Ï·ÏÂ ÌÈÓÈÒ Ï˘ ‡ÏÎÏ ˙ÎÙÂ‰ Í‡ ¨‰ÈÁ·ÓÂ ˙Ï„·Ó ˙ÂÈ‰Ï

Æ‰È¯ÂËÒÈ‰‰ Ï˘Â ‰Ù˘‰ Ï˘ ÌÈÈ˙

 ÈÙ ÏÚ˘ ÁË˘Ï ¨ÌÏÂÚ‰ ÏÎÏ ‰ÂÂÎ‰ ˙È˘‡¯· ¯ÙÒ ÔÂ˘Ï·© ı¯‡‰ ÏÎ ÈÙ ÏÚ ¯ÂÊÈÙÂ ˙ÂÂ˘Ï ÏÂ·Ï·

 ÏÂ·Ó‰ ¯Á‡Ï˘ ¯Â„‰ ¨‰‚Ï Ãt‰ ¯Â„ ÏÚ ¯Ê‚ ®ÔÂ˘‡¯‰ ÌÂÈ· ÔÂ˘‡¯‰ ˜ÂÒÙ‰ ÈÙ ÏÚ ‰‡¯·˘ ı¯‡Ï ¨‰Ó„‡‰

 ÌÈ¯·Â„‰ ÌÈ˘‡ ÔÈ· ˙¯Â˘˜  ̇Ï  ̆ÌÈ¯˘˜‰· ¯ÂÙÈÒ‰ ˘Ó˘Ó ˙ÈÏÏÎ‰ ˙Â·¯˙· ÆÏ·· Ï„‚Ó ¯ÂÙÈÒ· ¯Â˘˜‰Â

 Ì„‡Ï ¯˘Ù‡Ó ¨‰ÈÒ˜Ï‚Ï ËÒÈÙÓ¯Ë‰ ÍÈ¯„Ó ¨®Adams© ÒÓ„‡ ÒÏ‚‡„ Ï˘ Â¯ÙÒ· ”Ï·· ‚„” Æ˙ÂÂ˘ ˙ÂÙ˘

 ÏÚ ¯ÒÓ‰Â ¨‰˜Ï˜‰· ˙Ó‚¯˙Ó ”ÔÂÏÈ··” ÌÂ‚¯˙‰ ˙ÎÂ˙ ª‰Â˘ ‰Ù˘· ¯·Â„‰ ¯Á‡ Ï˘ ÂÈ¯·„ ˙‡ ÔÈ·‰Ï

 ˙·Î¯ÂÓ‰  ‰ÏÈÏÚÏ  ˙Á˙Ó  Æ”Â·È˘˜˙”  Ô‚ÂÏÒ·  ˙ˆÓÂ˙  ÌÏÂÚ‰  È·Á¯·  Ï··  Ë¯Ò‰  Ï˘  ˙ÓÂÒ¯Ù‰  ˙Ê¯Î

 ‰È„‚¯Ë ÔÂ‚Ò· ÌÈ¯˜Ó‰ ˙ÂÎ·˙Ò‰ÏÂ ÌÈÈÙ¯‚Â‡È‚‰ ÌÈ˜Á¯ÓÏ ¨˙ÂÙ˘‰ ÈÏ„·‰Ï ÛÒÂ·Â Ë¯Ò· ˙Ï˙ÂÙÓ‰Â

 Ï˘ ¨¯ÂÎÈ Ï˘ ‰˘˜ ‰ÈÂÂÁÂ ¨¯˙ÂÈ· Ì‰Ï ÌÈ·Â¯˜‰ ÔÈ· Ì‚ ÌÈ„ÈÁÈ Ï˘ ˙¯‰ÊÓ ˙Â„È„· Â· ˙¯ÎÈ ¨˙ÂÈÂÚË Ï˘

 ˙ÂÈ˙Â‰Ó ˙ÂÏ‡˘· ÔÂ„Ï È„Î ˙È˘‡¯·· ¯Â˜Ó‰ Ï‡ ®Derrida©  ‰„È¯„ ·˘ Ï·· ÈÏÂ˙Ù· Æ˙¯Â˘˜˙ ÈÈ˘˜

 ÆÌÈÂ˘ ÌÈÁÒÂÂ ˙Â˘¯Ù ÔÈ·Ï ¯Â˜Ó ÔÈ· ·Î¯ÂÓ‰ ¯˘˜‰Â ÌÂ‚¯˙‰ ˙ÈÈ‚ÂÒ ÔÊÎ¯Ó·Â ¨‰Èˆ˜Â¯ËÒÂ˜-‰„‰ Ï˘

 Umberto Eco, Serendipities, Æ±¥

 Language, and Lunacy

 (London: Orion Books, 1999),

pp. 29-67. 
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 ¨ÌÈÏˆÙ˙Ó‰ ÌÈÏÈ·˘‰ Ô‚ ¨ÒÁ¯Â· Æ±∂

Æμ∏ ’ÓÚ ¨∏ ‰¯Ú‰ ÏÈÚÏ

≤∞∞∂ ¨‚ÏÂÙ ˙¯ÂÓ˘ ¨ÈÓÂ˜Ó ¯ÚÈ

 ¨˙ˆÓÁÂÓ ˙ÚÏÂ˙Â ıÚ ÁÂÙ˙

±π∑μ ¨Â˜ÒÈÒ¯Ù ÔÒ

 ¨˙ˆÓÁÂÓ ˙ÚÏÂ˙Â ıÚ ÁÂÙ˙

±π∑μ ¨Â˜ÒÈÒ¯Ù ÔÒ

 ¨˙ˆÓÁÂÓ ˙ÚÏÂ˙Â ıÚ ÁÂÙ˙

±π∑μ ¨Â˜ÒÈÒ¯Ù ÔÒ
¨‰ÓÙ‰Â ˙ÂÈˆ ˙Â„Â‡ ÏÚ

±π∑μ ¨Â˜ÒÈÒ¯Ù ÔÒ

¨‰ÓÙ‰Â ˙ÂÈˆ ˙Â„Â‡ ÏÚ

±π∑μ ¨Â˜ÒÈÒ¯Ù ÔÒ

 ¨˙ÈÓÏ˘Â¯È Ô·‡ ÏÚ ÁÈË·‡

±π∏¥ ¨ÔÂ¯˘‰ ˙Ó¯

±ππ∞ ¨ÔÈÎÒ‰ ÏÚ



     ±π/±∏

 Ï„‚ÂÓ ‰‡¯Ó ‰È‰ ÌÏÂÎÓ ÔÂ¯Á‡‰ ‰ÊÁÓ‰” Æ˙ÂÈÂ˘Á¯˙‰‰ ˙È·¯Ó ÊÎ¯Ó· „ÓÚ˘ ¯ÂˆÈ‰ Ï˘ ÂÈÙ ·È¯˜˙·

 ¨¯Úˆ ¨ÌÚÊ ‰Ê ‰È‰ Ì‡ ˘ÁÏ ˜¯ ‰È‰ ¯˘Ù‡ Ï·‡ Æ˙Â˘‚¯ Ï˘ Â‰˘ÏÎ ‚ÂÒ ¯Â¯· ÔÙÂ‡· ÚÈ·‰˘ ¨ÂÈÙ Ï˘

 ±±Æ”ÏÂÎ‰ ¯Ó‚ Ê‡Â ¨ÍÒÓ‰ ÏÚ ˙ÂÈ˙Â‡ ‰ÓÎ ÂÚÈÙÂ‰ Ú‚¯Ï Æ‰ÓÏÚ ‰ÂÓ˙‰ Æ¯Á‡ ˘‚¯ ÏÎ Â‡ ‰ÁÂÂ¯ ¨˘Â‡ÈÈ

 ‰‡ÏÙÂÓ‰  ˙Â·¯˙‰  „ÂÒ  Ï·‡  ¨ÂÊ  ˙Â„Ú·  ÈÂˆÓ‰  Ú„È  ÏÎ  ·Â‡˘Ï  È„Î  ˜ÈÓÚÓ  ¯˜ÁÓ  ÌÈÎ˙Ó  ÌÈ¯˜ÂÁ‰

 ˙ÂÚÓ˘Ó ˙‡ ÁÚÙÏ ÂÁÈÏˆÈ ‡Ï˘ ÔÂÂÈÎ Í‡ ¨”ÒÂ‡Ó È˜ÈÓ” ‰È‰ Â· ÂÙˆ  ̆Ë¯Ò‰ Æ˙Â¯Â„‰ ı  ̃„Ú ÌÂÏÚ ¯˙ÂÂÈÈ

 ˙È¯‡˘ Í˘ÓÏ” Æ‰˘Ù‰ Ë¯Ò· ÂÙˆ ÈÎ ÌÏÂÚÏ ÂÚ„ÈÈ ‡Ï ¨ÌÂÈÒ‰ ˙ÂÓ˙·˘ ”ÈÒÈ„ ËÏÂÂ ˙˜Ù‰·” ˙·Â˙Î‰

Æ”È˘Â‡‰ ÚÊ‚‰ ˙‡ ‡Â‰ ÏÓÒÈ ÔÓÊ‰

±∂π ’ÓÚ ®≤∞∞π ¨ÔÂ¯˘‰ ˙Ó¯© ÌÈ„‡Ó‰Ó ˘È‡‰ ¯Ó‡ ‰Ó

 ˙Â„Â·Ú ¯·Ú Ï‡ ˙ÈÙˆ˙ ˙„ÓÚ· ˜Â¯È ‰„˘ ÈÏÂ˘· ˙Â·ˆÈ ¨˘‡¯ „ÚÂ Ï‚¯ ÛÎÓ ¨˘Â·Ï ˙ÂÒÂÎÓ ˙ÂÈÂÓ„ È˙˘

 Ë¯ÙÂ ¨·ËÈ‰ ˙ÂÙÂËÚ ˙ÂÈÂÓ„‰ Æ˙˜‰Â· ˙ÈËÙÈÏ‡ ‰Â·È¯Ë ≠ Ú˜¯·Â ¨‰„˘‰ Ï˘ ˙˜ÁÂ¯Ó ‰˜ÏÁ· ˙Â˘Ú‰

 ÌÈÚ„Ó ¨‰¯Ë˘Ó ÈÏ·Á ¨ÌÈ¯ÂÂÎ ÂÈ‰ Ï˘Ó ¨®øË·ÓÏ øÁÂ¯Ï ø¯Â‡Ï© ÌÈÙÂ˘Á ÌÈ˜ÏÁ ÔÙÂ‚· ÔÈ‡ ¨˙Á‡ „È ÛÎÏ

 ¯È˘ÎÓ· ˙ÊÁÂ‡ ˙ÂÈÂÓ„‰ ˙Á‡ ÆÏÏÁ È¯ÂˆÈ ÈÏÂ‡Â ÌÈËÂ‡Â¯ËÒ‡ ¨ÈÓÂË‡‰ ¯ÂÎ· Â‡ ˙È‚ÂÏÂÈ·‰ ‰ÈÈ˘Ú˙·

 øÔÂˆÈÁ‰ ÏÏÁ‰Ó ÌÈ¯ÒÓ ø‰Ó„‡‰ ÔË·· ˙ÂÚÂ˙ ø·‰Ê øÌÈ˘˜ÂÓ Ï˘© ÌÎÁÂ˙Ó È‡Ï‚ ˙Ú„‰ ÏÚ ‰ÏÚÓ‰

 ˙ÈË˜ÙÓÂ˜ ‰ÈÈÊÎ¯Ó ÂÓÎ ÌÈ¯ÂÂÒ ¯Â‡· ˙˜‰Â· È¯ÂÁ‡‰ Â˜ÏÁ· ˙Î˙Ó‰ ˙È˜ÒÈ„Â ¨®ø˙ÏÎ‡Ó ËÂ˘Ù ÈÏÂ‡Â

 Ï˘  ·Î¯Ï  ÌÈ‡˙Ó  ˙Á œÓÎ  Ú˜¯·˘  ˙ÂÂ·È¯Ë‰  ˙È‡¯  ÂÊ‰  ‰ÈÂÊ‰‰  ‰¯Â‡Ù˙‰  ÍÂ˙·  Æ˙È¯‡ÏÂÒ  ‰È‚¯‡Ï

 ¯·ÚÏ ÌÈÙÂÓÂ ‰Ó„‡‰ ÈÙ ÏÚ˘ Ì˙Î‡ÏÓÓ Ú‚¯Ï ÌÈÓ¯ÂÓ ÌÈ‡¯ È˙Ï·‰ Ô‰ÈË·ÓÂ ˙ÂÈÂÓ„‰ È˘‡¯ ÆÌÈˆÂÁ

Æ‡Â·Ï ˘‚¯˙Ó Â‰˘Ó ÂÏÈ‡Î ¨˜Ú‰ ˙ÁÓ‰

 ÒÁ¯Â· ÒÈ‡ÂÏ ‰Á¯ÂÁ Á˙ÂÙ ÍÎ Æ’˙Â¯ÂÙËÓ ‰ÓÎ Ï˘ Ô‰È˙Â„ÏÂ˙ ‡Ï‡ ÔÈ‡ ÌÏÂÚ‰ ˙Â„ÏÂ˙˘ ¯˘Ù‡’”

 ¯È˙ÂÓ ÂÈ‡  ÒÁ¯Â·  Æ˙Â¯Á‡ ˙Â¯È˜Á ı·Â˜‰ ÍÂ˙Ó ˙ÂÒÓ‰ ˙Á‡ ¨’Ï˜ÒÙ Ï˘ Â¯Â„Î’  ‰¯ˆ˜‰ Â˙ÒÓ ˙‡

 ˜¯Ù Ï  ̆ËÂË¯  ̆˙ÂÚˆÓ‡· ‰˙Â‡ ÌÈ‚„‰Ï ÚÂ  ̂ÔÂÈÒÈ· ‰˙Â‡ ‰·‚Ó ‡Ï‡ ¨¯ÈÂÂ‡· ‰ÈÂÏ  ̇ÂÊ ˙ÈËÓ¯„ ‰ÚÈ·˜

 ¨Ï‡‰ Ï  ̆ÂÈÂÓÈ„· ‰˙È˘‡¯  ̆¯Â„Î‰ ˙¯ÂÙËÓ Ï  ̆‰ÈÏÂ‚Ï‚ ÌÈ¯‡Â˙Ó Ï˜ÒÙ ÏÚ Â˙ÒÓ· ÆÂÊ ‰È¯ÂËÒÈ‰· „Á‡

 ¨˘„Á‰ Ú„Ó‰ Ï˘ Â˙ÂÂÎ˙‰ ÌÚ ‰ÏÏÂÁ˙‰˘ Ï¯Â‚‰ ˙¯‰ ˙ÈÙ˙· ‰Î˘Ó‰ ¨¯Â„ÎÎ ¨˙ÈÁˆ‰ ˙Â˘È‰ Â‡

 ÌÂ˜Ó ÏÎ· ÌÂ˜È‰ Ï˘ ÊÎ¯Ó‰˘ Â‡ ¨ÊÎ¯Ó ÂÏÂÎ˘’ ÈÙÂÒÈ‡ ¯Â„ÎÎ ¯‡Â˙ ÂÏÂÎ ÌÂ˜È‰ ‰È˙Â·˜Ú·˘ ˙ÈÙ˙

 ˙ÈËÒÈÏ‡ÈˆËÒÈÊ˜‡‰ Â˙ÈÈÂÂÁ ¯Â‡È˙· ‰ÙÂÒÂ ¨ÂÂ¯· Â„¯Â’‚ Ï˘ Ú„Â‰ Â¯Ó‡Ó·Î ¨’ÌÂ˜Ó ÌÂ˘· ÂÙ˜È‰Â

 Ì·ˆÓÏ ’˙È˘Â‡‰ Â˙ÈÈÂÂ‰ ˙‡’ ‰ÓÈ„ ÈÙÂÒÈ‡ ¯Â„ÎÎ ÌÂ˜È‰ Ï˘ ‰Ê È¯ÂÙËÓ ÈÂÓÈ„ ÒÈÒ· ÏÚ˘ ¨Ï˜ÒÙ Ï˘

 ‚¯·ÓÂÏ·  Ò‰  Ï˘ Â¯ÙÒÏ ‡Â·Ó‰ ˙‡ Ô‚¯ÙÈ‡  ÈÈÙ  Á˙ÂÙ  ÍÎ  ±≤”Æ’„„Â·  È‡  ÏÚ  ‰ÙÂ¯Ë ‰ÈÈ‡  ÈÏÂˆÈ’  Ï˘

 ˙È·ÈÒ˜ÏÙ¯‰ Â˙„ÓÚÓ ÏÈ„·‰Ï ≠ ˘˜·Ó‰ ¨‚¯·ÓÂÏ· Ï˘ Â˙˘È‚ ˙‡ Á˙ÙÓ Í˘Ó‰·Â ¨®Blumenberg©

 ¨È·ÈËÈ‡ÂËÈ‡ ÒÈÒ· ÏÚ ‰˜ˆÂÓ ˙ÈÙÂÒÂÏÈÙ ‰„ÓÚ ÁÒÏÂ ¨‰¯ÂÙËÓ·  ̆˙ÂÈ˙ËÈ˘‰ ÏÚ ÚÈ·ˆ‰Ï ≠ ÒÁ¯Â· Ï˘

 ‰È¯Â‡È˙” ÂÈÙ· ‰ÂÎÓ ‡È‰ Æ‰ÓˆÚ ‰¯ÂÙËÓ‰ ˙‡ Ì‚ ˘¯ÙÏ Ì„‡‰ Ï˘ ˙„Ó˙Ó‰ Â˙Â˘˜Ú˙‰ ˙‡ ¯È·Ò˙˘

Æ®‰È‚ÂÏÂ¯ÂÙËÓ© ”˙ÂÈ‚˘ÂÓ-È‡ Ï˘

 ‰‡ÏÂÏÏ  ÔÂ„È  ¨‰ÓÎÒÏÂ  ÒÁ¯Â·  Ï˘  ‡ÏÈÓÓ-˙È˙ÈˆÓ˙‰  Â˙·È˙Î  ˙‡  ˙ˆÓ˙Ï  ÔÂÈÒÈ  ÏÎ˘  ‰‡¯

 ÔÓ ıÏÁÈ‰Ï ‰ˆ¯Â Â˙·È˙Î· ÚÓÈ‰Ï ˘˜È· ‰ÓÓ˘ ÂÊ ÂÓÎ ˘ÓÓ ¨˙ÈÁ¯ËÂ ˙ÈÎ¯‡ ˙Â˘¯ÙÏÂ ˙ÈÒÁ¯Â·

 ¨‰ÚÈ¯È È·Á¯ ÌÈ¯ÙÒ Ï˘ Ì¯Â·ÈÁ ‡Â‰ Ï„Ï„ÓÂ Ú‚ÈÈÓ ÛÂ¯ÈË” ÆÌ‰ ¯˘‡· ÌÈËÒ˜Ë Ï˘ ˙ÈÂ˘Ï‰ ˙ÂÙ„ÂÚ‰

 Æ˙Â„Á‡ ˙Â˜„· È„ ‰Ù-ÏÚ· ˙ÓÏ˘ÂÓ‰ Â˙‚ˆ‰Ï  ̆ÔÂÈÚ  ̄˙Â„Â‡ ÌÈ„ÂÓÚ ˙Â‡Ó ˘ÓÁ ÈÙ ÏÚ ¯Â·È„‰ ˙·Á¯‰

 ¨˙Â¯˘Ù ¯˙È· ÆÆÆ Æ˙Â˘¯Ù ¨ÌÂÎÈÒ ÚÈˆ‰ÏÂ ÌÈÓÈÈ˜ ¯·Î ÂÏ‡ ÌÈ¯ÙÒ˘ ˙ÂÓ„Ï ‡È‰ ¯˙ÂÈ ‰·ÂË ‰ÏÂÚÙ Í¯„
±≥”ÆÌÈÈÂÈÓ„ ÌÈ¯ÙÒ ÏÚ ˙Â¯Ú‰ ·Â˙ÎÏ È˙Ù„Ú‰ ¨˙ÂÏˆÚ ¯˙È· ¨ÔÂ¯˘ÈÎ ˙ÂÁÙ·

 Â˙Â˜ÓÁ˙‰ ÁÎÂ ‰˙Ú·‰ ÌÚ ˙Â„„ÂÓ˙‰ RealityTrauma-· ˙Â„Â·Ú‰ ˙ÂÚÈˆÓ ˙È·ÈË˜Â„¯‰ ÔÎ¯„·

 È˙Ï·‰ ˙‡ ‚ˆÈÈÏ ˙ÂÒÓ Ô‰ ¨¯Â‡È˙Ï ¯·ÚÓ Æ˙È˙ÂÊÁ Â‡ ˙ÈÏÂÏÈÓ ¨˙ÓÏÂ‰ ‰‡¯Â‰Ó ‰ÓÂ‡¯Ë‰ ‚˘ÂÓ Ï˘

 Â· ÌÈÂ  ̆ÌÈ¯‡’Ê Ï  ̆Ì˙Â„„ÂÓ˙‰ ÌÚÂ ÌÂÈ„Ó‰ ÌÚ Ï˙Ï˙ÙÂ ·Î¯ÂÓ ÁÈ  ̆˙ÂÏ‰Ó Ô‰ ÍÎ Ì˘ÏÂ ¨ÁÂÈÓÏ Ô˙È

 ¨ÌÈÒ˜Â„¯Ù Ô‰· ÌÈÓÈÈ˜˙Ó ÆÂ‰˘Ó ˙ÂÈÂÊ‰ ¨˙Â‰ÂÓ˙ ˙Â‡¯ ˙ÂÓÏÂˆÓ‰ ˙ÂÈˆ‡ÂËÈÒ‰ Æ‚ÂˆÈÈ Ï˘ ˙ÂÈÚ· ÌÚ

 ·ˆÓÏ ‰È˙ÙÓ‡‰ ÆÌÂÈ‡ Ï˘Â ˙Á-È‡ Ï˘ ‰˘ÂÁ˙ ÔÎÂ˙Ó ‰ÏÂÚ ¨„Â‡Ó ˙ÂÈ˘Â‡Â ¯ÂÓÂ‰· ˙ÂÈÂÂ¯ Ô‰˘ Û‡Â

 Ï˘ „·ÎÓ‰ Ë·Ó‰ ÔÓ ˙Ú·Â ‡Ï‡ ¨˙ÂÏÏÓÂ‡ Ï˘ ˙ÂÂÁÓ Â‡ ÈÏ‡ÈˆËÂÙ ÌÂÈ‡ ÁÎÂÏ ˙¯¯ÂÚ˙Ó ‰È‡ È˘Â‡‰

ÆÌÂ˜Ó ÈÙÏÎ ‡ÏÂ Ì„‡ ÈÙÏÎ ‡Ï ¨˙Â‡˘˙‰ Â· ÔÈ‡ Í‡ ¨ÏÂÏÎÓ· ‰ÙÂˆ‰ Ë·Ó ¨ÌÏˆ‰
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 Æ‰ÈˆÈÊÂÙÓÂ˜‰ ÊÎ¯Ó· ÔÎ¯ÂÓ Ë·Ó·Â ·Â¯˜Ó ˙ÓÏÂˆÓ ®≥μ ’ÓÚ ≤∞∞∑  ¨‚ÏÂÙ ˙¯ÂÓ  ̆¨˙¯Ù¯ÙÁ© ˙¯Ù¯ÙÁ‰ ˙Ú·‚

 Æ˙Â˘ÈÎ „ÏÂÁ‰ Ï˘ ˙ÂÈ¯ÏÂ‚ÈÒ‰ ˙‡ ˘È‚„Ó˘ ‰Ó ¨„Á‡ „ÏÂÁÏ ÍÈÈ˘Â „Á‡ ‡Â‰ ªÈ¯‚ ÂÈ‡ ÌÏÂˆÓ‰ Ï˙‰

 ¯Â‚ ÌÏÈˆ ÍÎ Æ”„ÏÂÁ” ‰ÏÈÏÎÓ‰ ˙ÈÂÏÈÓ‰ ‰¯„‚‰Ï ¯ÂÈ‡· ¯‡Â˙ÓÎ ¨ÌÈÂ˘ ÌÈ„ÏÂÁ Ï˘ ÌÈÂ˘ ÌÈÏ œ̇  ‡Ï

 ∫˙È·ÈË˜Â¯ËÒÂ  ̃„ÈÓ  ̇‡È‰ ‰Ù˘‰ ˛ÆÆÆ  ̧ÆÆÆÂÓˆÚ-’‚ÂˆÈÈ’·-‚ÂˆÈÈÏ-Ô˙È-È˙Ï·‰ ¯„Ú‰ ‡Â‰ ªÁÂÒÈÏ Ô˙È ÂÈ‡Â

 ‰ÙÈ‡˘ ¯ÓÂÏÎ ¨‰È‚ÂÏÂÙ¯ÂÓ ¯„‚· „ÈÓ˙ ‡È‰ ¨„ÈÁÈ Â‡ ‰ˆÂ·˜ Ï˘ ¨‰˜ÈÓÚÓ ˙È‚ÂÏÂÎÈÒÙ ‰·‰ ÏÎ˘ È‡„Â’

 π”Æ’‰¯Âˆ ¯ÂˆÏ

 ˙ÒÁÂÈÓ‰ ‰„¯ÁÓ ‰ÚÈ‚¯·Â ÍÚÂ„ ·ÎÂÎ Ï  ̆È·È‡‰ ÂÁÂÎ· ˙˜ÒÂÚ ®±ππ¥© ±≥μ≠±≤π ’ÓÚ ”Save as…” ‰¯„Ò‰

 Í‡ ¨¯Á‡ ·ÎÂÎ Ï˘ ÁË˘‰ ÈÙ ˙‡ ‰Ó„Ó ˙ÓÏÂˆÓ‰ ‰·È·Ò‰ Æ¯È‰ ‡Ï „È˙ÚÏÂ ˙¯ÎÂÓ È˙Ï· ˙Â‡ÈˆÓÏ

 ≠ ”ÏÏÁ‰ È¯ÂˆÈ” ÌÈÚˆ·Ó˘ ˙ÂÏÂÚÙ‰Â ÌÈË˜ÈÈ·Â‡‰ ¨®‰˜Ù‰· ÂÙ˙˙˘‰˘ ˙ÂÂˆ‰ È˘‡© ˙ÂÓÏÂˆÓ‰ ˙ÂÈÂÓ„‰

 ÔÈÚÓ· ÆÌÈÈÙ¯‚Â˙‡ ‰„Â·Ú ÈÏÎÏ ‰ÓÂ„· ¨‰˜·„‰Â ˙»¯Õ‚ŸÒÃÓ ˙„Â·Ú· ÌÈÈˆ¯‡ ÌÈ¯ÓÂÁÓ ÌÈÈÂ˘Ú ‰Ï‡ ÏÎ

 ˙ÈÁÎÂ‰ ‰¯„Ò· ÌÈ¯Ó˘ ÌÈ¯Ê  ÌÈ·ÎÂÎÓ ˙Â˘ÈÏÙ ÏÚ ˙ÂÈÏ‡ËÓ ˙Â˜Ù‰Â  ÈÂÈ„· Ú„Ó ÈË¯Ò ÏÚ ‰È„Â¯Ù

 „Â‰„‰Î ¨‰ÏÓÁ ‡Ï‡ ¨‰ÓÈ‡ ˙ÓÊÓ ‰È‡˘ ‰Ó¯ È„ÎÏ ‰¯Ê‰‰ Ë˜Ù‡ ÔÂÈÓ· ‰ËÈÏ˘Â ˙ÂÈ˘Â‡ Ï˘ ‰„ÈÓ

 Í‡ ‰„ÚÂ ˙Ó„˜˙Ó‰ ‰È‚ÂÏÂÎË‰ ‰ÈÙ-ÏÚ˘ ¨Â˙˘ÈÙ˙ÏÂ ®i,Robot© ·ÂÓÈÒ‡ ˜ÊÈÈ‡ Ï˘ ‰˜ÈËÂ·Â¯‰ È˜ÂÁÏ

 ˙ÂËÈ¯˘ ˙Â·Î¯ÂÓ ¨¯È˘È ÍÈÏ‰˙· ˜ÙÂ‰˘ ¨ÌÂÏˆ˙‰ ÏÚ ÆÌÏÂ‚Î ‰È¯ˆÂÈ ÏÚ ÌÂ˜˙ ‡ÏÂ ¨˙Â˘Â‡Ï ÌÂ¯˙Ï ˜¯Â

 Æ‰È„·‰  ˙¯ÈˆÈ·  ˙Â·¯Ú˙‰‰  ˙‡  ÁÈÎÓ‰  ¨Ô˘ÈÈÓ  ÍÏ‰Ó  ¨”˙ÂËÈ¯˘  ‰‚Ó  ¥∞∞”  ¨ÈÂˆÈÁ  ¯Â˜ÓÓ  ˙ÂËÈ¯ÁÂ

 ÌÂÁ˙· ‚ÂÏË œ̃ Â  ÔÂÈÓ Ï˘ ÈÎË‰ ‚˘ÂÓ‰ ˙‡ ‰ÏÚÓ‰ ¨”save as…”  ·Â˙ÈÎ‰ ÚÈÙÂÓ ˙ÈÙÂÒ‰ ‰‡ˆÂ˙‰ ÏÚ

 ¨ÌÈÚ˘˙‰ ˙Â˘ ÚˆÓ‡· ¨ÚÈˆÓ ¯Â‚ ÆÂ˙ˆÓ˙ÏÂ Ú„ÈÓ Ô‚¯‡Ï ˙È˘Â‡‰ ˙ÏÂÎÈ· ˘„ÂÁÓ ÔÂÈ„Ï ÌÈ·˘ÁÓ‰

 ¨‰¯ÊÂÓ ˙ÂÈÂÚ·ˆÏ Â‰„Â ˙Â˘È ˙Â‡ÒÙÂ˜· ÂË¯˘˘ ˙ÂÂÓ˙ ÂÓÎ ¨ÌÈ„È¯˘ ÂÓÎ ¨ÔÂ¯ÎÈÊ ÂÓÎ ˙È‡¯‰ ‰¯„Ò

 ‰¯„Ò·  ˙Ï·˜˙Ó‰  ˙ÈÏÂÁ‰  ˙ÂÈÂÚ·ˆ‰  ÌÚ  ÛÈ¯ÁÓ  ‰Ê  Ë˜Ù‡  ÆÌÈ˘ÈÓÁ‰  ˙Â˘Ó  ÈÂÈ„·  Ú„Ó  ÂÓÎ

 ÌÈÏÊÂ·Â  ˙ÂˆÓÂÁ·  ®lo-tech©  ”È˜Ë-Â‡ÂÏ”  ÏÂÙÈËÓ  ‰‡ˆÂ˙Î  ±≥π≠±≥∑  ’ÓÚ  ¨®±ππ∂©  ”˙˘ÈÈ˙Ó  ‰È‚ÂÏÂÎË”

 ¯ÓÂÁ‰ ÍÂ˙· ‰ÓÂ„Ó Ú·  ̂‡Â‰  ̆¯Á‡Ó Í‡ ¨Ú·ˆ‰ Ï  ̆Ú„ÈÓ‰ ˙Â·Î˘· ÌÈÏ·ÁÓ‰ ÌÈÈÎÓ ÌÈÚˆÓ‡ ¨ÌÈÈÓÈÎ

 ‰ÚÈ¯‚Ó ˙Ú·Â ÌÈÙ‰ ˙‡ ˙Ù¯Â˘‰ ˘‡‰ Æ‰È‰ ‡Ï˘ ‰Ó ˙‡ Ì‚ ˙ÂÓ„Ï ÏÂÎÈ ‡Â‰˘ ‡È‰ ‰Á‰‰ ¨ÈÓÂÏÈˆ‰

 ®‰ÓÈ‡‰ ÈÏ·© ÔÈÈË˘˜¯Ù Ï˘ ‰„·ÚÓÏ ÌÈÓÈ‡˙Ó ÌÈÏÎ‰ ÆÈÓÈÎÏ‡ ÍÏ‰Ó ‰ÂÂ‰Ó ÍÎÈÙÏÂ ¨Ú·ˆ ˙Â·Î˘ Ï˘

 Æ®ÒÂ˙‡Ù‰ ‡ÏÏ© ·ÂÓÈÒ‡ Ï˘ ‰˜È˙‡Ï ‰ÓÈ‡˙Ó ‰˘ÈÙ˙‰Â

±∂∞ ’ÓÚ ®≤∞∞∏ ¨·È·‡ Ï˙© ¯ÈÚ‰ ˙˜ÈÁÓ

 ÔÓ ‰‡Ï‰ ¨‰Á¯ÊÓ ¯ÈÚ‰ ˙‡ Û„Â‰ ¨ÈÂÈ„·‰ Ú„Ó‰ ˙¯„ÒÓ ÏÏÁ‰ È˘‡ ˙‡ ¯ÈÎÊÓ‰ ¨·‚‰ ÏÚ Ô˜˙Ó ÌÚ ÏÚÂÙ

 ÈÏÎ Ï˘ Â‡ ÁË˘ ·Î¯ Ï˘ ÌÈÏ‚Ï‚ ˙Â·˜Ú ËÚÓ· ‰˘Â¯Á ¨‰ÈÂÙ Ú˜¯˜ ¨‰È·Ï ÂÈ· „È¯ÙÓ ¯˜Ù‰ ÁË˘Â ¨ÌÈ‰

 ˙Á˙Ó Ì‚ ˘ÁÂ¯ Â‰˘Ó ÈÎ ¨˙¯Ù¯ÙÁ‰ Ïˆ‡ ÂÓÎ ¨˙Â„ÈÚÓ‰ ¨˙Â„Á‡ ¯ÙÚ ˙ÂÈÏÂÏ˙ Ú˜¯· ÆÌÈÈÂ¯ÈÚ ‰„Â·Ú

 ¯˘‡· ˜ÙÒ‰ ˙‡ ‰¯È·‚Ó ÁÂÙÓ‰ ÌÚ ˘È‡‰ Ï˘ Â˙ÂÁÎÂÂ  ¨·Âˆ˜ ¯˜Ù‰‰ ÁË˘ Ï˘ ÂÓÊ ÆÚ˜¯˜‰ ÈÙÏ

 ˙Ó˜‰Ï Ú˜¯˜ Ô‡Î ˙¯˘ÎÂÓ ‡Ó˘ Â‡ ¨È‡Ù‰Â ÌÈ‰ ¨˙ÏÈÈË‰ ˙·ÂËÏ ¯ÈÚ‰ ÔÓ ÁË˘‰ Ú˜ÙÂÈ Ì‡‰ ÆÂÏ¯Â‚Ï

 ËÈÏÂ¯‚  È·‡  Ï˘  ÌÈÈÏÂ˘‰  ˙‡  ÁÙËÓ  ¨¯Á‡‰  ÌÂ˜ÓÏ  ¨Ú·ËÏ  ¨ÌÈ‰  ˙ÂÁÂÎÏ  ÍÈÈ˘‰  ¨˘È‡‰  øÛÒÂ  Ï„‚Ó

 ¨ÏÂÁ‰ ˙‡ ÆÌÈ‰ Í¯Â‡Ï ˙ÏÈÈË‰ ˙ÙˆÂ¯Ó Â·˘ ‚ÂÒ‰ ÔÓ ¨ÔÂË·‰ ÍÂ˙ Ï‡ ¯Â„ÁÏ ıÏÂ‡˘ ıˆÁ ¨˙Â·ÏÂ ˙Â¯ÂÁ˘

 ˙ÂÚˆÓ‡· ¯ÈÚ‰ Ï‡ ‰¯ÊÁ· ˘¯‚Ó ‡Â‰ ¨ÌÈÈÏÂ˘‰ Ï‡ ˘ÏÙÂ ¯˜Ù‰‰ ÁË˘ Í¯„ ¯ÈÚ‰ ÔÓ ‰¯Â‡ÎÏ ˘Ï‚˘

 ÔÎÏ Ì„Â˜ ¯·ÚÂ‰ Ì‰ÈÏ‡˘ ‰ÈÈ· È¯˙‡Ó ËÏÙ Â‡ ÁÂ¯‰ ÌÚ ¯ÈÚ‰ Ï‡ „„˘ ÌÈ ÏÂÁ Â‰Ê ¨‰˘ÚÓÏ ÆÁÂ¯‰

 ÂÊ ÔÂ˘Ï· ‰Â˘‡¯Ï ªÈÂ·È¯ ÔÈÈˆÓ‰ È‡¯˜Ó ÈÂËÈ· ¨”ÌÈ‰ ˙Ù˘ ÏÚ ¯˘‡ ÏÂÁÎ”© ÌÈ‰ ˙Ù˘Ó ¯·ÚÓ· Æ˙ÂÈ‡˘Ó·

 ¨˙ÂÏÂÁ‰ ÔÓ ‰ÁÓˆ˘ ·È·‡ Ï˙© ¯ÈÚ‰ Ï‡ ®·”Î ˙È˘‡¯· ¨˜ÁˆÈ ˙„˜Ú ¯Á‡Ï ÈÂ·È¯Ï ‰Î¯·Î Ì‰¯·‡Ï ¯Ó‡

 ¨®ÔÈ˜ÒÂÒ Ï˘ ÂÓÂÏˆ˙Ó ‰¯ÂÎÊ‰ ÌÈ˘¯‚Ó‰ ˙Ï¯‚‰ ¨ÌÂÏˆ˙· ÚÈÙÂÓ‰ ˘¯‚Ó‰ ÔÓ ˜ÂÁ¯ ‡Ï ¨‰Î¯Ú ‰·˘Â

 ˙Â˙Â‡ ÌÈ¯ÎÈ ‰ÈÏÓÒ ÏÚÂ ¨ÌÈ‰ ÔÓ ˙˘¯Â‚Ó ¯ÈÚ‰ ¨Û¯Ë ¯„Ò‰ ÆÏÂÁÏ ˘„Â˜Ó ÏÂÁ‰ Ï˘ Â„ÓÚÓ ‰˙˘Ó

 ‰ÈÈÁ‰ ˘¯‚Ó· ˙ÂÈÂÎÓ‰ ÆÏ‡Ó˘Ó ÌÈ„¯˘Ó‰ ÔÈÈ· ÏÚÂ Ú˜¯·˘ Ï„‚Ó‰ ÏÚ ÏÙÂ „·Î ¯ÂÁ˘ Ïˆ Æ‰ÎÒ‰

 ÌÈÓ˘‰ Ï‡ ˜·‡·Â ÌÈÚ· ÌÈÚÏ· Ì‰È¯ÂÁ‡Ó˘ ‰ÂÎ˘· ÌÈÎÂÓ‰ ÌÈ˙·‰Â ¨ÛÂÙˆ Ì˙Î È„ÎÏ ˙Â„„Â‚˙Ó

 ÛÂÁ· ˙Â‡ÒÈÎ‰ ˙‡ ÌÈÙÒÂ‡˘ Ì˘Î ¨ÌÂÈ ÛÂÒ Ï˘ ‰¯‚˘ Ì˙Ò ÈÏÂ‡Â ¨ÌÏÂÚ‰ ÛÂÒÏ ‰ÈˆÈÊÂÙÒ˜‡ ÆÌÈ·Ï‰

 ÆÁ·ËÓ· ”ËÂË¯ÓÒ ÌÈ¯È·ÚÓ” Â‡ ˙ÂÓ¯ÚÏ

 ‰„ÁÎ˘  ¯Á‡Ï  ÌÈ˘  ÈÙÏ‡  ±∞¨”‰È¯ÂËÒÈ‰  ¯ÂÚÈ˘”  ¨®Clarke©  ˜¯‡Ï˜  ÆÈÒ  ¯Â˙¯‡  Ï˘  Â¯ÂÙÈÒ·

 ¨Á¯˜ ‰ÒÂÎÓ‰ ı¯‡‰ ¯Â„Î  Ï‡  ‰‚  ·ÎÂÎÓ ˙Â‡ËÏ ÈÈÂÓ„  ÌÈ¯ÊÈÈÁ  Ï˘ ¯˜ÁÓ ˙ÁÏ˘Ó ‰ÚÈ‚Ó ˙Â˘Â‡‰

 ÍÂ¯‡  Ûˆ¯  ÂÈÏÚÂ  ¨ÁÙ  ÏÈÏ‚  ÌÈ‡ˆÂÓ  Ì‰  Â„¯˘˘  ÌÈËÈ¯Ù‰  ÔÈ·  Æ‰˜È˙Ú‰  ˙Â·¯˙‰  ˙‡  ÁÚÙÏ  ‰˙¯ËÓÂ

 ¨‰¯˜‰ ¯È˘ÎÓ ÌÈ¯ˆÈÈÓ Ì‰ ¨Ì‰ÈÙÏ˘ ‰È‚ÂÏÂÎË‰ ˙‡ ÌÈÁˆÙÓ Ì‰˘ ¯Á‡Ï Æ˙Â¯ÈÚÊ ˙ÂÂÓ˙ ÈÙÏ‡ Ï˘

 ¯‡ÂÙÓ ÚÊ‚ Â˙Â‡ È· Â‡¯ „ˆÈÎ ¨ÛÂÒ ÛÂÒ ¨˙ÂÏ‚Ï ÌÈ„ÓÂÚ Ì‰ ÈÎ ˙È‚È‚Á ÊÈ¯ÎÓ ˙ÁÏ˘Ó·˘ ÔÂÈ¯ÂËÒÈ‰‰Â

 „Â·Î ˙‡¯È· Æ¯Ú˘Ï ÌÈÏÂÎÈ ¨ÌÈ¯ÊÈÈÁ‰ ¨Ì‰˘ ‰Ó ÏÎ ÏÚ ‰˙ÏÚ È‡„Â Â˙ÓÎÂÁ˘ ¨ı¯‡‰ ¯Â„Î ˙‡ ÒÏÎ‡˘

 ÂÊÏ ÂÊ ˙Â·Â¯˜‰ ÌÈÈÈÚ‰ ˙ÂÏÚ· Ì‰ÈÙ·Â ¨ÍÒÓ‰ ÏÚ ˙ÈÊÊ˙· ˙ÂÚÚÂ˙Ó‰ ˙ÂÈÏ‚¯-Â„‰ ˙ÂÈÂÓ„· ÌÈÙÂˆ Ì‰

 È˘ÈÏ˘‰ ·ÎÂÎ‰ ÏÚ ÌÈÈÁ‰ ÔÓ ˙ÂÈÂÂÁ· ÌÈÏ·ÏÂ·ÓÂ ÌÈ˜˙Â¯Ó ÌÈÙÂˆ ÌÈ¯ÊÈÈÁ‰ ÌÈÚ„Ó‰ ÆÈ‚ÚÏ‰ ÍÂÈÁ‰Â

 ÌÈÚÈÙÂÓ ÍÒÓ‰ ÚˆÓ‡· Ï‚ÚÓ È„ÎÏ  ˙¯‚Ò˘ ‰ÂÓ˙·Â  ¨ÂÓÂÈÒÏ  ÚÈ‚Ó ˙ÂÂÓ˙‰ Ûˆ¯ ¯˘‡Î ÌÈÚ˙ÙÂÓÂ

 Ô‡‰ÂÈ ÍÂ˙· ¨”‰Ó„˜‰” ¨ÈÂÏ ’˜ ¯Â¯„ Æπ

 ˙ÂÓÈ˘¯ ∫‰˜È¯Ó‡ ÔÓÂÈ ¨‰ÁÈÊÂ‡‰

 ÔÈÈË˘Ï¯Ù ‰Ï¯˜ ∫ÌÂ‚¯˙ ¨ÛËÁ·

Æ±¥≠±≥ ’ÓÚ ¨®≤∞∞∑ ¨‚ÈÏÒ¯ ∫·È·‡ Ï˙©

 ¯ÂÚÈ˘” ¨˜¯‡Ï˜ ÆÈÒ ¯Â˙¯‡ Æ±∞

 ‰ÈÒËÙ ¨ÔÂ¯ Ô„ ∫ÌÂ‚¯˙ ¨”‰È¯ÂËÒÈ‰

 È‡Ó© ≥μ ¨ÈÂÈ„· Ú„ÓÏ ÔÈÊ‚Ó ¨≤∞∞∞

Æ±π≠±∂ ’ÓÚ ¨®±π∏≥

Æ±π ’ÓÚ ¨Ì˘ Æ±±

 Ò‰ ¨”‡Â·Ó” ¨Ô‚¯ÙÈ‡ ÈÈÙ Æ±≤

 ∫‰ŒÙÂˆÂ ‰ÙÂ¯Ë ‰ÈÈ‡ ¨‚¯·ÓÂÏ·

 ¨‰ÈÂÂ‰ Ï˘ ‰¯ÂÙËÓÏ ‰Ó‚È„¯Ù

 ∫ÌÈÏ˘Â¯È© ‚¯·„ÏÂ‚ È„‚ ∫ÌÂ‚¯˙

Æ’Ë ’ÓÚ ¨®±ππ∂ ¨ÌÏ˘ ˙‡ˆÂ‰

 ¨”‚ÂÏÂ¯Ù” ¨ÒÁ¯Â· ÒÈ‡ÂÏ ‰Á¯ÂÁ Æ±≥

 È˜Ò·ÂÂ¯· Ì¯ÂÈ ∫ÌÂ‚¯˙ ¨˙ÂÂÈ„· ÍÂ˙·

 ¨®≤∞∞∏ ¨„ÁÂ‡Ó‰ ıÂ·È˜‰ ∫·È·‡ Ï˙©

Æ±≥ ’ÓÚ

 ¨ÔÂ¯˘‰ ˙Ó¯ ¨ÌÈ„‡Ó‰Ó ˘È‡‰ ¯Ó‡ ‰Ó

≤∞∞π

≤∞∞∑ ¨‚ÏÂÙ ˙¯ÂÓ˘ ¨˙¯Ù¯ÙÁ

≤∞∞∏ ¨·È·‡ Ï˙ ¨¯ÈÚ‰ ˙˜ÈÁÓ

±ππ¥  ,‰Â˜˙ Á˙Ù ,Save as...

±ππ∂ ¨˙˘È˙Ó ‰È‚ÂÏÂÎË



     ±∑/±∂

 ÏÚ ÌÈ˘˜Ó ‰· ‰¯Â˘˜‰ ˙ÚÊÚÊÓ‰ ‰ÈÂÂÁ‰ Ï˘ ˜Ó˜ÓÁ‰ ‰Ú·ËÂ ‰ÓÂ‡¯Ë‰ Ï˘ ˙È‰˘ÂÓ‰ ˙ÂÈÓÊ‰”

 ‰ÓÂ‡¯Ë· Æ˙ÈËÂÂÏ¯ È˙Ï· ‰˙Â‡ ÌÈ˘ÂÚ ‡Ï Ï·‡ ¨˙È¯ÂËÒÈ‰ ‰ÓÂ‡¯Ë ÔÈ·Ï ˙È·Ó ‰ÓÂ‡¯Ë ÔÈ· ‰Á·‰‰

 ˙È·Ó‰ ‰ÓÂ‡¯Ë‰  ̆„ÂÚ· ¨®‰‡Â˘‰ ÈÚÂ¯È‡· ÂÓÎ© ÌÈÈËÓÂ‡¯Ë‰ ÌÈÚÂ¯È‡‰ Ì‰ ‰Ó ÚÂ·˜Ï ¯˘Ù‡ ˙È¯ÂËÒÈ‰

 ‰ÈˆÊÈËÓÂ‡¯ËÏ Ï‡ÈˆËÂÙ· ¯Â˘˜‰ ‰„¯Á‰ ¯¯ÂÚÓ ˙Â¯˘Ù‡‰ È‡˙ ‡Ï‡ ¨ÚÂ¯È‡ ‰È‡ ®¯„ÚÈ‰Ï ‰ÓÂ„·©

 Ï˘ ‰‡È¯· ˙Ï·˜˙Ó ¨®ÍÎ ˙˘¯Ù˙Ó Â‡© ÚÂ¯È‡ ˙‚¯„Ï ˙ÓˆÓÂˆÓ ˙È·Ó‰ ‰ÓÂ‡¯Ë‰ ¯˘‡Î Æ˙È¯ÂËÒÈ‰

 ˙ÂÈ„È˙Ú ˙ÂÓÂ‡¯Ë ‰ÓÂ„ÓÎ ˙Â¯Ê‚ Ì‰Ó˘ ·ÈË¯· Â‡ ¯ÂÙÈÒ· ‰ÓÂ‡¯Ë‰ ˙ÓÏ‚˙Ó ‰˙¯‚ÒÓ·˘ ÒÂ˙ÈÓ

 ‰ÓÂ‡¯Ë‰  μ”Æ®Ô„Ú  Ô‚Ó  ˘Â¯È‚Ï  ‰ÂÂÏ‰  ÔÂÓ„˜‰  ‡ËÁ‰  Ï˘  ‰¯˜Ó·  Â‡  „ÈÂ¯Ù  Ï˘  ÔÂÓ„˜‰  Ú˘Ù·  ÂÓÎ©

 È„ÈÓ  ̇ÌÂÈ˜Â È˘Â‡‰ ·ˆÓ‰ ÌÚ ‰ÓÂ‡¯Ë Ï  ̆‰·Ó ‰‰ÊÓ‰ ¨ÈÏÒ¯·ÈÂ‡ ÈË¯Â‡È  ̇Ë˜Â¯ËÒÂ  ̃‡È‰ ˙È·Ó‰

 ‰¯·Ú˘ ‰ÓÂ‡¯Ë ¨ÈË¯˜Â˜ ÚÂ¯È‡ ‡È‰ ˙È¯ÂËÒÈ‰‰ ‰ÓÂ‡¯Ë‰ ÆÔÂ˜È˙Ï ÌÈ˙È ÌÈ‡˘ ¨˙ÂÂÈÚ Ï˘Â ¯ÒÁ Ï˘

 ˙Â‰ÊÏ ˙È·ÈË˜Â„¯‰ ‰ÈÈË‰ ˙‡ ¯˜·Ó ‰¯Ù˜ ‰Ï Æ„Â‡Ó ˙ÂÓÈÂÒÓ ˙Â‡ˆÂ˙Ï ‰‡È·ÓÂ ÌÈÓÈÂÒÓ ÌÈ˘‡ ÏÚ

 ¨˙ÈËÒÈÏ‡È„È‡‰ Â˙Ò¯‚Â ®Žižek© ˜’ÊÈ’Ê ÈÂ·ÏÒ ÈÙÏÎ Â˙¯Â˜È· ¯˜ÈÚ ˙‡ ‰ÙÓ ‡Â‰ ‰Ê ¯˘˜‰· ÆÌÈÈ˙˘‰ ÔÈ·

 ”È˘ÓÓ”Ï ÈÂËÈ· ˙ÂÈ¯ÂËÒÈ‰ ˙ÂÓÂ‡¯Ë· ‰‡Â¯ ‡Â‰ Æ˙Â‰Ó‰ Ï˘ ÍÂÓ ÌÂÏÈ‚Ï ˙ÂÚÙÂ˙‰ ˙‡ ˙ÓˆÓˆÓ‰

 È˘ÓÓ‰  Ï˘  ÂÓÂÏÈ‚˘  ¨Â˙ÚË  Ô‡ÎÓ©  ˙È˘Â‡‰  ˙Â‡ÈˆÓ·  ‰·ÂÓ  ÈËÓÂ‡¯Ë  „ÂÒÈ  ‡Â‰˘  È‡È‡˜‡Ï‰
∂Æ®ÊÂÎÈ¯ ˙ÂÁÓ Ï˘ ˙ÂÂ˘ ˙Â‡Ò¯‚· ˙Â·¯˙· ÚÈÙÂÓ „ÈÁÈ‰ Ïˆ‡ ÒÂ¯ÈÒ ˙„¯ÁÎ ÈËÓÂ‡¯Ë‰

 ‰¯Î‰· Í¯Âˆ‰ ÔÈ·Ï  ‰ÚÈ·˙‰ ÔÈ·  ˘¯Ù‰ ¨¯ÒÁ ˙ÂÚˆÓ‡· ¯„‚ÂÓ  ¨®Lacan©  Ô‡˜‡Ï Ïˆ‡ ¨ÈÂÂÈ‡‰ Ì‚

 ˙‡ ÚÈÓ‰ ÈÂÈÁ ÁÂÎ  ª˙ÂÂÂ‚ÓÂ  ˙Â·¯ ÌÈÎ¯„· ÈÂÂÈ‡‰ ˙‡ ‡ÏÓÏ Ë˜ÈÈ·ÂÒ‰ ˙‡ Ô·¯„Ó‰ ¯ÒÁ ¨‰·‰‡·Â

ÆÂ„ÈÁÎ‰Ï Ô˙È ‡ÏÂ ¨„ÈÓ˙ ¯ÂÚÙ ¯˙Â ÈÂÂÈ‡‰ Í‡ ¨Ë˜ÈÈ·ÂÒ ÏÎ Ï˘ ‰˜Â˘˙‰ ÏÂÏÒÓ

 ˙Â„Â˜ Æ˙ÈÏÂÈˆ¯ ˙È¯˜ÁÓ ‰„ÓÚ ÍÂ˙Ó ¨≤μ Ô· ¯ÈÚˆÎ ¨¯Â‚ ˘‚È ‰¯ÂÚÙ‰ ˘Ù‰ È˜ÓÚÓ ˙ÈÈ‚ÂÒ Ï‡

 ˜ÙÒÏ Ô˙È Ì‡ ‰Ï‡˘‰Â ”È˘ÙÂÁ ÔÂˆ¯” ‚˘ÂÓ‰ Ì‰ ∂∂≠∂¥ ’ÓÚ ®±π∑μ ¨˜¯ÂÈ ÂÈ© Â˘ÂÓÈÓÂ ÈÂÂÈ‡ Â˙„Â·ÚÏ ‡ˆÂÓ‰

 ÛÈÙÎ‰Ï ˘˜È·Â ¨È˘ÙÂÁ ÔÂˆ¯Ï ÈÂÂÈ‡ ÔÈ· ¯˘˜ ¯Â‚ Æ‰·È˘ÁÏ ıÂÁÓ ˙ÈÓÂÈ˜ ‰Ú¯Î‰ ˙ÂÚˆÓ‡· ÈÂÂÈ‡‰ ˙‡

 ‰ÏÂ·Á˙  ≠  ˙È‚ÂÏ  ‰ÚË  Ï˘  ˙È·˙·  ˙‡Ê  ¨È„ÒÂÓ-È¯ÂËÒÈ‰-È˙¯·Á  ¯˘˜‰Ï  È‡È‡˜‡Ï‰  ‚˘ÂÓ‰  ˙‡

 ‰„Â·Ú ÈÏÎ ˙ÂÚˆÓ‡·Â ÈÂÒÈ ˙¯‚ÒÓ· ¨ÌÈÂÒÓ ÌÂÁ˙Ó ˙ÂÚÙÂ˙ Â‡ ÌÈË¯Ù Ï˘ ˙Â‚‰˙‰ ÔÂÁ·Ï ˙˘˜·Ó‰

 ‰˜È˙‡ ÌÚ ˙È‚ÂÏ ˙ÂÈ˜˙ ˙ÓÚÈ ‰˙ÂÚˆÓ‡·Â ¨Í˘Ó‰· Ì‚ ¯Â‚ ˙‡ ˘Ó˘˙Â ·Â˘˙ ÂÊ ‰ËÈ˘ Æ¯Á‡ ÌÂÁ˙Ó

Æ˙ÈÏÒ˜Â„¯Ù

 ˙È˙Ù¯ˆ Ô‡Â¯ËÈÒ ˙ÈÂÎÓ ˙ÂÏÚ‰Ï ®ÈÂÂÈ‡© „ÈÓ˙ÓÂ Ê‡Ó ‰ˆ¯˘ ¨®Ë˜ÈÈ·ÂÒ‰© ÔÓ‡‰ ¨ÌÏÂˆÓ‰ ÈÂÒÈ·

 Æ‰‚ÒÙ‰ ˙‡ ˘·ÂÎ ¨®˜¯ÂÈ ÂÈ ˙È„Ó Ï˘ ‰ÈÂÈÎ ≠ ”‰È¯ÙÓÈ‡‰ ˙È„Ó” ÔÈÈ·© ‚È„ÏÈ· ËÈÈËÒ-¯ÈÈÙÓ‡‰ ‚‚ ÏÚ

 ÌÈÚˆÓ‡·Â  ®ÂÒÈÎ·˘  ˙È¯ÂË‡ÈÈÓ‰  ˙ÈÂÎÓ‰©  ÌÈÈÓˆÚ  ˙ÂÁÂÎ·  ˘ÂÓÈ˘  ÍÂ˙  Â˘˜Â·Ó  ˙‡  ‡ÏÓÓ  ‡Â‰

 ˙ÈÂÎÓ‰ ¨¯ÒÁ‰ ˘ÂÓÈÓ Ï˘Â  ÈÂÂÈ‡‰  Ï˘ ·Á¯Ó· Æ®˙ÈÒÁÈ  ‰ÏÂÊ  ˙ÈÏÚÓ©  ‰È¯ÙÓÈ‡‰ Â˙Â˘¯Ï  ‰„ÈÓÚ‰˘

 Æ˙ÂÎÓÒ‰ ÏÚ· Ï  ̆ÁÂÎ‰ ˙Â¯Â˜Ó ÏÚ ˙¯Ú¯ÚÓ ‡È‰Â ¨‰ÁÎÂ‰‰ ÔÓ‡‰ È„È· Æ‰È¯ÙÓÈ‡‰ ˙‡ ‰˘·Î ˙È˙Ù¯ˆ‰

 Â˙ÚËÏ ˙‡Ê ¯˘˜Ó ®Miller© ¯ÏÈÓ ÔÏ‡-˜‡‘Ê Æ˙ÂÎÓÒ ˙Á˙ ˙È˙¯ÈˆÈ ˙Â¯˙ÁÏ ¯Â˘˜ Ô‡˜‡Ï Ï˘ ÈÂÂÈ‡‰

 ¨„ÈÂ¯Ù Ï˘ ÌÈËÒ˜Ë· ˙È¯˙Á‰ Â˙‡È¯˜ Æ‰˘È‚Â  ‰·Â¯˜ ˙ÂÎÓÒ ˙Á˙ ¯Â˙ÁÏ ¯˙ÂÈ  Ï˜ ÈÎ  ¨Ô‡˜‡Ï Ï˘

 ˙ÂÈ·ÈË˜ÈÈ·ÂÒ  Ï˘  ‰Á·˘·  ¯·„Ó  Ô‡˜‡Ï  ÆÂÏ˘  ‡¯Â˜Î  ÂÈÏ‡  Ô‡˜‡Ï  Ï˘  Â˙·¯˜Ï  ˙Â„Â‰  ˙¯˘Ù‡˙Ó
∑Æ˙Â¯˙Á Ï  ̆Ë˜Ù‡ ˙¯ÈˆÈÏ ‰ˆÂÁÂ ”˙ÈÏÈÏ  ̆‰¯·Ú‰” ˙¯˘Ù‡Ó ¨ÌÈÏÓÒ‰ ÁÂÎ ˙‡ ˙˘„ÁÓ‰ ÂÊ ¨˙È˙¯ÈˆÈ
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 ¨¯Ê‰ Á¯Â‡‰ ÈÊÂ‡· ¨Ë¯·Ï‡ ÔÙÈËÒ ¨„ÓÂÏÓ‰ ‚ÂÏÂÈÒ‰ ¯‡˙Ó ¨”ÌÈÏˆÙ˙Ó‰ ÌÈÏÈ·˘‰ Ô‚” ÌÂÈÒ ˙‡¯˜Ï

 ˙ÂÚÓÈ‰‰” ∫˙Â¯ÂÙËÓ Ï˘ ÔÁÂÎ ˙‡ ¨®¯ÂÙÈÒ‰ ÈÓÊÓ „Á‡ ÈÙÏ ¨¯ˆ˜ ÔÓÊ ÍÂ˙ Â˙Â‡ ÁÂˆ¯Ï „È˙Ú‰© ÔÂÒË-ÂÈ

 ‰„ÈÓ‰-ÏÚ-¯˙È ÌÈ¯Â¯· ÌÈÏ˘ÓÏÂ ÌÈÓ˘Â‚Ó ÌÈÈÂÓÈ„Ï ˜˜„Ê‰Ï Í¯Âˆ‰ ¨˙ÓÈÂÒÓ ‰ÏÈÓ· ˘ÂÓÈ˘Ó ‰ÚÂ·˜‰

 ¨˙È˘Ï·‰ ‰ÓÂÏÚ˙‰ ÔÂ¯˙Ù· ¨¯ÂÙÈÒ‰ ÛÂÒ· ∏”Æ‰ÈÏÚ ÚÈ·ˆ‰Ï ¯˙ÂÈ· ÌÈ·˜Â‰ ÌÈÚˆÓ‡‰ Ì‰ ¨‰¯Â‡È˙ Ì˘Ï

 ‡Ï˘ ¨ÔÂÒË-ÂÈ ÔÎÂÒ‰ È„È· Áˆ¯ ‡Â‰ ÆÂÏ˘ ÂÏ¯Â‚Ï ¯˘‡· ‰¯ÂÙËÓ‰ Ï˘ ‰ÁÂÎ ‰È‰ ·˜Â ‰ÓÎ „Ú ¯¯·˙Ó

 ÆÛÂ˜˙Ï ˘È ‰˙Â‡˘ Ë¯·Ï‡ ¯ÈÚ‰ Ï˘ È„ÂÒ‰ ‰Ó˘ ¯·„· Ú„ÈÓ ÔÈÏ¯·· ÂÈÏÈÚÙÓÏ ¯È·Ú‰Ï ˙¯Á‡ Í¯„ ‡ˆÓ

 ®‰˙Ú·‰  ÌÚ  ÂÈ˙Â·˜Ú·Â©  ÈÏÂÏÈÓ‰Â  È‚˘ÂÓ‰  Ï˘  ÏÈ·˜Ó‰  ÌÓÂÈ˜  ÌÚ  „„ÂÓ˙‰Ï  ÌÈÎ¯„‰  ˙Á‡

 ‰ÏÂÚÙ‰  Ï˘  ‰Ú·Ë  ˙‡  ¯˜Á˘  ¨®Huizinga©  ‰ÁÈÊÂ‡‰  Ô‡‰ÂÈ  ÆÏÏÓÂ˙Ó  ®È˙ÂÊÁ©  ÈÂÓÈ„  Æ‰¯ÂÙËÓ‰  ‡È‰

 ÚÈ¯˙‰ ‡Â‰ ÆÂÈÏ‡Ó Ô·ÂÓ ÂÈ‡ ÌÈÈÂÓÈ„· ˘ÂÓÈ˘ ÈÎ ¯·Ò ¨˙Â·¯˙‰ ˙ÂÎ¯ÚÓ· ‰„Â˜Ù˙ ˙‡Â ˙ÈÏÂ·ÓÈÒ‰

 ÏÚ ÈÎ ÔÚËÂ ¨ÌÈÓÂÒÓÏ ÌÈÓÒÓ ÔÈ· ¨‚ˆÂÈÓ‰ ÔÈ·Ï ‚ÂˆÈÈ‰ ÔÈ· ÈË˘Ù‰ ÈÂ‰ÈÊ‰ Ï˘ ”ÈË‡ÂÙ‰ Ï˘Î‰” ÈÙÓ

 „ÁÈ  Ì‰ÈÏ‡  Ô˙Ò˙  ‡Ï  ‰ÈÊËÙ‰  ÈÎ  ¯ÂÓ˘ÏÂ  ¨ÌÂ˘Ï  Ï˘  È·ÈË¯Â‚ÈÙ‰  ‰·ÈËÏ  ÌÈ¯Ú  ˙ÂÈ‰Ï  ÁÂ¯‰  ÈÚ„Ó

 ‰ÈÚ·”· ‰‡¯ Í‡ ¨ÌÈÈÂÓÈ„Â ˙Â¯ÂÙËÓ ‡ÏÏ ÈÂËÈ·Ï ˙˙È ‰È‡ ‰·˘ÁÓ˘ ÍÎ· ¯ÈÎ‰ ‡Â‰ Æ‰¯ÂÙËÓ‰ ÌÚ

 ÈÎ ˘È‚„‰ ‡Â‰ ¨˙‡Ê ÌÚ „ÁÈ ÆÔÂ¯˙Ù ‡ÏÏ ‰ÈÚ· ®˙ÈÂ˘Ï-ıÂÁ‰ ˙Â‡ÈˆÓÏ ÔÂ˘Ï‰ Ï˘ ‰ÒÁÈ© ”˙ÈÏ‡Èˆ¯Ù¯‰

 ÒÙ˙ ÂÈ‡ ¨Ô·ÂÓÎ ÌÈÈ˜˘ ¨È‡ÈË‡˜‰ ®das Ding© ’¯·„‰’” ∫ÌÈ¯·„ Ï˘ Ì˙ÚÙÂ‰ ˙‡ ˙Â¯˘Ù‡Ó ÌÈÏÈÓ‰
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 ±Æ®±π≤± ¯‡ÂÈ· ≥±-·© „Â¯·

 È‡˘  „Ú  ¨ÍÎ-ÏÎ  ÌÈÓˆÓËˆÓÂ ÌÈÒÁ„  Ì‰  ¨ÈÂ¯ÎÈÊ·  ¨ÂÈ˘ÎÚ  Æ‡ÈÏÙ‰Ï  ÌÈ¯ˆ˜  ÌÈÈÁ‰’  ∫¯ÓÂ‡  ‰È‰  È·Ò”

 ÈÏ· Ì‚  ≠  ˘˘ÂÁ ÂÈ‡Â ¨ÍÂÓÒ‰ ¯ÙÎ‰ Ï‡ ·ÂÎ¯Ï ËÈÏÁ‰Ï ÏÂÎÈ  ¯ÈÚˆ Ì„‡ ÍÈ‡ ¨Ï˘ÓÏ ¨˘ÂÙ˙Ï ‰˘˜˙Ó

 ÌÂ˘· ˜ÈÙÒÈ ‡Ï ¨ÌÂÏ˘· ÌÈ¯·ÂÚ‰ ÌÈÏÈ‚¯ ÌÈÈÁ Ï˘ ÔÓÊ‰ ˜¯Ù ÂÏÈÙ‡˘ ≠ ˙ÂÈ¯˜Ó ˙ÂÏ˜˙ ÔÂ·˘Á· ‡È·‰Ï

 ≤”Æ‰ÊÎ ‰·ÈÎ¯ ÚÒÓÏ ÔÙÂ‡
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 ÆÂ‰˘ÏÎ Ë˜ÈÈ·ÂÒ È„È ÏÚ ÌÈ˘Ù˙ ÌÈ‡ Ì‡ Ì‚ ¨ÌÈ˘È‰ ÏÎ ˙‡ ÏÏÂÎÂ ¨®ÌÓˆÚÏ˘Î© Ì‰˘ ÈÙÎ ÌÈ¯·„ Ï˘

 ‰˘ÈÙ˙‰ „ÂÁÈÈÓ ˜ÏÁÎÂ  ¨˙ÂÚÙÂ˙ Ï˘ ÌÏÂÚÎ ˙Â‡ÈˆÓ‰ ÁÂÚÙ· ¨„ÈÓ˙ÓÂ Ê‡Ó ¨‰˜ÒÚ Ì„‡‰ ˙·˘ÁÓ

 ‰¯È˙ÂÓÂ ‚ÂˆÈÈÓ ˙˜ÓÂÁ‰ ¨˙ÓÈÂÒÓ ˙ÂÙ„ÂÚ ‰· ˘È ÆÈ·ÈËÈ‚Â˜ ÁÂ˙È ˙¯˘Ù‡Ó ‰È‡ ‰ÓÂ‡¯Ë Æ˙È˘Â‡‰

 ¨‰¯Ù˜ ‰Ï ˙‡Ê ÁÒÈ˘ ÈÙÎ ¨Â˘È ˙ÈËÓÂ‡¯Ë‰ ˙ÂÒ˙‰‰ ·Ï·” Æ‰˙Ú·‰ ‰ÏÂÚ ÂÓÓÂ ¨‰Ú„Â˙· ˜È¯ ÏÏÁ

 ÌÂ˘Ó Æ‰˜È¯ ‰Â˜‡Ï ‰Ú„Â˙‰ ˙Î¯ÚÓ ÍÂ˙· ¯È˙ÂÓÂ ¨‚ÂˆÈÈ ÏÎÓ ˜ÓÂÁ˘ ¨®excess© ¯˙È ‰ÊÈ‡ ≠ ’Â‰˘Ó’

 ˙ÂÚˆÓ‡· ˙‚ˆÂÈÓ ˙ÂÈ‰Ï ‰ÏÂÎÈ ‰È‡ Â·˘ ’˙ÂÈ‡¯Â’‰ ¯˘‡ ‡¯Â ÚÂ¯È‡ Ï˘ ˙Â˘Á¯˙‰ ‡È‰ ‰ÓÂ‡¯Ë‰ ÍÎ

 ˙Ú·Â ˙ÈÓÂËÂÎÈ„ ÌÏÂÚ ˙˘ÈÙ˙Ï ˙ÁÂÂ¯ ‰ÈÈË ÍÂ˙Ó ≥”Æ˙Â¯Á‡ ˙ÂÈÏÂ·ÓÈÒ ˙ÂÎ¯ÚÓ ˙ÂÚˆÓ‡·Â ‰Ù˘‰

 ‰¯È˙ÂÓ ¨˜Èœ̄  ˙¯ˆÂÈ ®¯˙È© ˙ÂÙ„ÂÚ‰ ÈÎ ‰·Â˙‰ ≠ ‰Ó‡˙‰·Â ¨È·ÈË‚ ÏÏÁ ÏÂÓ È·ÈËÈÊÂÙ ÏÏÁ Ï˘ Â˙„ÓÚ‰

 ÈÏ‡Â„‰ ÔÂÈ„Ï ‰ÓÂ„· ¨‰ËÈÏ·Â ¯ÂÁ „ÚÂ ‰ÓȬ ÚÂ ¯Â· Í¯„ ¯‰Â ˘˙ÎÓÓ ≠ ˙ÂÈ·ËÂ˜ ˙ÏË·Ó‰ ‰„ÓÚ Æ¯ ŒÒ ŒÁ

 ÌÈÙÒÂ ÌÈ¯ÂÚ¯Ú·Â ‰˜ÈËÓ˙Ó· Ï„‚ Ï˘ ‰Ó¯Â‡È˙· ¨˙Â‡„Â-È‡‰ ÔÂ¯˜Ú· ¨˙ÂÒÁÈ‰ ˙¯Â˙· ¯ÓÂÁ‰ ˙Â‰Ó·

 Æ˙ËÓÂ  ̆‰Ú„Â˙‰ Í‡ ¨˙˘ÙÂ  ̇‰¯Î‰‰ ≠ ‰Ú„Â˙Â ·Á¯Ó ¨ÔÓÊ ÔÂ‚Î ¨„ÂÒÈ È‚˘ÂÓÏ Ú‚Â· ˙Â˜È˙Ú ˙Â˘ÈÙ  ̇ÏÚ

 ÏÂ‡˘‰Â  ¨ÒÂÙÓÈÏÂ‡‰  ˙‚ÒÙ  ÏÚ  ‰·  ÌÈÏ‡‰  ÔÎ˘Ó  ÆÏÂÙÈÏ  ÌÈÏÂÏÚ  ÌÂ‰˙ÏÂ  ¨ÒÙËÏ  ˘È  ¯‰‰  ˘‡¯  Ï‡

 ÌÈÏÈ‰˙¸  ÈÎ”˙‰  ¯Â˜Ó·˘  Û‡  ˙ÂÂÓÏÂ  ‰ÁÎ˘Ï  ¨‰ÈÈ˘Ï  ‰¯·Á  ÌÂ‰˙  ‰ÏÈÓ‰©  ‰ÈÀÈ œ̆ ‰  Ì«‰ Ÿ̇ Ï  ‰ÎÓÂ‰

 Æ®”‰ÈÈ˘ ı¯‡” ˜¯ ˙¯ÎÊÂÓ ˛‚”È ¨Á”Ù

 ÏÈÙÚ‰Ï ˘È˘ ¯‰Î ˙‡˘˙Ó ¯ÈÚ‰ ¨±∂¥ ’ÓÚ ®≤∞∞∂ ¨·È·‡ Ï˙© ÊÈ˜¯ÂË ‰Ïˆ‰ Ï‚Ï‚Â ÈËÈÒ‰ ¨¯Â‚ Ï˘ Â˙„Â·Ú·

 ∫„ÏÈÂ ˜ÂÈ˙ ÌÚ ‰˘È‡ ˙ÂÙÁÈ ÌÈÈÏ‚¯· ÌÈÒÙËÓ ¨®¯ÈÚ‰© ¯‰‰ Ï‡ ÌÈ‰ ÔÓ ‰ÏÂÚ‰ ¨ÌÈ˘¯Ë ÔÂ¯„Ó ÏÚ ÆÂÈÏ‡

 ÆÂÈ˙ÂÓÏ ‰Ïˆ‰ Ï‚Ï‚ ¨ÌÈ·ÂË¯ ‰˘ÈÏ‚ ÈÒÎÓ· „ÏÈ‰ Ì„œ̂ ÏÂ ¨˜ÂÈ˙‰ ‰È˙ÂÚÂ¯Ê·Â ‡ÏÓ ˘Â·Ï· ¨‰˘È‡‰

 ¨ÌÈ·‡‰ ÏÚ Í¯Â„ ÂÈ‡ ¨ÌÈÏ„Ò ÏÂÚ ‡Ï‡ ¨ÛÁÈ ÂÈ‡˘ „ÈÁÈ‰ ‡Â‰˘ ¨˜ÂÈ˙‰ Ï˘ ‰Ê Ì‚© ‰˘ÂÏ˘‰ ÈË·Ó

 ÌÈ„ÚÂˆ Ì‰ ÆÌÈÈÏ‚¯‰ ˙ÂÙÎÏ ‰·È‡ÎÓ È‡„Â ‰ÈÏÚ ‰ÎÈÏ‰‰˘ Ú˜¯˜‰ Ï‡ ÌÈÙÂÓ ®ÌÈÈÙÎ ÏÚ ‡˘È ‡Ï‡

 ÆıˆÓ ˜¯·· ÌÈ·‡‰ ÔÓ ˜ÏÁ ˙Â¯‰ÂÊ ¨Ú˜¯˜‰ ÏÚ ¨ÌÙÂ‚ Ïˆ ÍÂ˙· Æ¯ÈÚ‰ Ï‡ ¯·ÚÓÏ ˙Â˘ÈÁ·Â ˙Â¯È‰Ê·

 ÔÂË¯˜ ˙¯Â‡Ù˙Î ÌÈ‡¯  ¯ÈÚ‰ ÈÏ„‚ÓÂ  ¨ÌÈ˘˜ ¯ÙÚ È·‚¯  ‰¯ÈÎÊÓ ÌÈ·‡‰ Ï˘ ˙ÒÙÒÂÁÓ‰ ˙ÂÈ¯ÓÂÁ‰

 ÏÚ ÌÈ·ÎÂ¯ ÌÈ„ÏÈ ¨ÌÈ„ÚÂˆ ÌÈ˘‡ ∫˙Èˆ¯‡ ˙Â˘Á¯˙‰ Ï˘ ‰¯ˆ ‰ÚÂˆ¯ ·ÁÂ¯Ï ˙Á˙Ó ÍÂÂ˙· Æ˙È„ÓÓ-Â„

 ¨ÌÈ ··¯ÂÚÓ· ‰·ÈˆÓÂ ÈÎ¯¯È‰ ¯„Ò ˙Ú¯ÂÙ‰ ˙ÈÈËÁ‡· ‰ÈÂÙÈÏÂÙ ≠ ˘‡‰ ÏÚ ˙ÙÙÓ ‰ÁÙ˘Ó ¨ÌÈÈÙÂ‡

 ÆÌÈ·‚¯Â ÌÈÏ„‚Ó ¨¯ÈÚ ¨ÌÈÓ˘

 ˙‡  ÍÎÓ  ¯˙ÂÈ  „ÂÚÂ  ¨˙È¯„ÂÓ‰  ˙Â·¯˙‰  ˙‡  ˙ÂÁÙÏ  Â‡  ≠  ‰È¯ÂËÒÈ‰‰  ˙‡  ˙Â‡¯Ï  ˙Â·ÈÒ  Ô˘È”

 Ï˘  ˙ÈËÓÂËÙÓÈÒ  ‰·Â‚˙Î  ‰˙Â‡¯Ï  ˙Â·ÈÒ  Ô˘È  „ÁÂÈÓ·  Æ˙ÈËÓÂ‡¯ËÎ  ≠  ˙È¯„ÂÓËÒÂÙ‰  ˙Â·¯˙‰

 È„Î ‰È‚Ù‰Ï ÂÏÈÙ‡ Â‡ ‰˙Â‡ ˙ÂÂÁÏ ÈÏÂ‡ ÍÈ¯ˆ˘ ¨ÔÂÂÈÎ „Â·È‡ Ï˘Â ®excess© ¯˙È· ˙˘‚¯ÂÓ ˙Â˜ÒÚ˙‰

 ¥”Æ‰„Â·ÈÚÏ È˙ÙÓ‡ Â‡ È˙ÈÂÂÁ ÒÈÒ· ˙Â·Ï

μ¥ ’ÓÚ ®≤∞±∞ ¨ÔÂÈˆÏ ÔÂ˘‡¯© „ÏÂ ¯Â‡ÊÂÈ„

 ÛÂÓ Ï˘ ˙ÈÂÈ· ÚÂ¯Ê Æ¯·‚ Ï˘ ÌÂ¯ÈÚ ÔÂÈÏÚ ÛÂ‚ ÈˆÁ ÚÈÙÂÓ ¨¯Â‡ÊÂÈ„ ÏÒÙ Ï˘ ÚÒÂ˘Ó ¯‡ÂÂˆ ˙È‚‡Â ÍÂ˙Ó

 ÈÏ‚¯Ï ÌÈÏÚÂÙ ˙ˆÂ·˜ „ÈÏ „·Î ÔÚËÓ ˙˜¯ÂÙ ¨˙ÂÈÂÓ„˜‰ ÌÈÓÈ‡‰ ˙Â‡ËÏ ˙‡ Â‰·Ó· ¯ÈÎÊÓ‰ ¨È¯„ÂÓ

 ÔË·Ó  ‰ÏÚÂ  ÒÙÈË  ÏÚÂÙ‰  Ì‡‰  Æ‰‡˜‰  Â‡  ‰ÚÈÏ·  ¨‰„ÈÏ  ˙¯‡˙Ó  ‰ˆÒ‰  Ì‡  ˙Ú„Ï  ÔÈ‡  Æ˜Ú‰  ÏÒÙ‰

 ı¯‡‰ ¯Â„Î ÈÙ ÏÚÓ ÂÓÏÚ˘ ÌÈ¯ÂˆÈ È¯˙ÒÓ Ï‡ ¨˜Ú‰ ‰ÙÂ‚ ÏÏÁ Ï‡ ÏÂÏˆÏ „È˙Ú ‡Â‰ ‡Ó˘ Â‡ ¨‰‡ËÏ‰

 ˙ÈÈ˘Ú˙ ¯˜ÈÚ·Â ¨ÈÚ„Ó ¯˜ÁÓ ÂÁ˙Ù˙‰ ¨Â¯È˙Â‰˘ ÌÈ·Â‡Ó‰ È„È¯˘ÓÂ ¨‰˘ ÔÂÈÏÈÓ ÌÈ˘È˘Ó ‰ÏÚÓÏ ÈÙÏ

 ¨‰¯ÂÙ‡ ˙ÂÏÈÚÙ ˙˘ÁÂ¯‰ ¨‰·È·Ò‰ Æ˙ÂÈÊÂÈ„¯‚ ‰ÈÊÈÂÂÏËÂ ÚÂÏÂ˜ ˙Â˜Ù‰Â ˙ÂˆÂÁ ÈÏÒÙ ¨˜ÈËÒÏÙ ÈÚÂˆÚˆ

 ‰¯ÂÈ‰ ˜¯‡Ù ÔÈ· ‰ˆÒ‰ ˙‡ ˙Ó˜ÓÓ ¨‰ÚÈÊÂ ÌÈÏÊ¯· ¨˙Â¯„‚ ¨ÏÓ˘Á È„ÂÓÚ ¨ÔÈÈ· È¯ÓÂÁ ¨˙ÂÈÂÎÓ ˙ÚÂ˙

ÆÌÂÈ-˙Â˘˜ ˙ÂÒ¯Ù ÔÈ·Ï

 ÌÈ¯ÂÙÈÒÂ  ÔÈ„‰  ¯Ê‚  ¨‡˜Ù˜  ı¯Ù  Æ±

 ÔÓ¯Ó‰ ‰ÏÈ‡ ∫ÌÂ‚¯˙ ¨ÌÈ¯Á‡

Æ±≥π ’ÓÚ ¨®±πππ ¨„·ÂÚ ÌÚ ∫·È·‡ Ï˙©

 ¨”ÍÂÓÒ‰ ¯ÙÎ‰” ¨‡˜Ù˜ ı¯Ù Æ≤

 ¨Ì˘ ¨ÌÈ¯Á‡ ÌÈ¯ÂÙÈÒÂ ÔÈ„‰ ¯Ê‚ ∫ÍÂ˙·

Æ±∞∞ ’ÓÚ

 ÍÂ˙·  ¨”‰Ó„˜‰”  ¨‚¯·„ÏÂ‚  ÒÂÓÚ  Æ≥

 ¨‰È¯ÂËÒÈ‰ ·Â˙ÎÏ ¨‰¯Ù˜ ‰Ï ˜ÈÈÓÂ„

 ˘˜¯Ù ·ÈÈ ∫ÌÂ‚¯˙ ¨‰ÓÂ‡¯Ë ·Â˙ÎÏ

Æ±μ ’ÓÚ ¨®≤∞∞∂ ¨‚ÈÏÒ¯ ∫·È·‡ Ï˙©

 ·Â˙ÎÏ ¨‰È¯ÂËÒÈ‰ ·Â˙ÎÏ ¨‰¯Ù˜ ‰Ï Æ¥

Æ≥∞ ’ÓÚ ¨Ì˘ ¨‰ÓÂ‡¯Ë

Æπμ ’ÓÚ ¨Ì˘ Æμ

Æ≤± ’ÓÚ ¨Ì˘ Æ∂

 ¨Ô‡˜‡Ï Ï˘ ÈÂÂÈ‡‰ ¨¯ÏÈÓ ÔÏ‡-˜‡’Ê Æ∑

 ¨È˜Ò·Â¯ÈÓ ’˘ ¨¯·ÈÏ ’˘ ¨Ô‡‰„ ’‚ ∫ÌÂ‚¯˙

 ¨‚ÈÏÒ¯ ∫·È·‡ Ï˙© ËÒ·ÏÒ ˙ÈÓÚ ’„

Æ∂μ≠∂¥ ’ÓÚ ¨®≤∞∞∂

 ÌÈÏÈ·˘‰ Ô‚ ¨ÒÁ¯Â· ÒÈ‡ÂÏ ‰Á¯ÂÁ Æ∏

 È˜Ò·ÂÂ¯· Ì¯ÂÈ ∫ÌÂ‚¯˙ ¨ÌÈÏˆÙ˙Ó‰

 ¨®≤∞∞∏ ¨„ÁÂ‡Ó‰ ıÂ·È˜‰ ∫·È·‡ Ï˙©

Æ∂∞ ’ÓÚ

≤∞±∞ ¨ÔÂÈˆÏ ÔÂ˘‡¯ ¨„ÏÂ ¯Â‡ÊÂÈ„

≤∞∞∂ ¨·È·‡ Ï  ̇¨ÊÈ˜¯ÂË ‰Ïˆ‰ Ï‚Ï‚Â ÈËÈÒ‰
±π∑μ ¨˜¯ÂÈ ÂÈ ¨Â˘ÂÓÈÓÂ ÈÂÂÈ‡

±π∑μ ¨˜¯ÂÈ ÂÈ ¨Â˘ÂÓÈÓÂ ÈÂÂÈ‡

±π∑μ ¨˜¯ÂÈ ÂÈ ¨Â˘ÂÓÈÓÂ ÈÂÂÈ‡



     ±μ/±¥
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 ÊÎ¯Ó‰ ÌÚ Ï‚ÚÓ‰ ¯Èˆ „Á‡˙Ó ÌÈ˙ÚÏ Æ¯Â‡ÊÂÈ„· ¯ÂÁ ¨‰Ó„‡· ¯Â· ¨ÒÂÒ ¨‰ÎÈ¯· ¨˙ÈÏÂÏ˘ ¨˙ÈÏÂÏ˙ ¨‰Ú·‚

 ˙Â˘Á¯˙‰‰˘ ¨ÌÈË¯Ù ˙ÏÂË ¨˙˜Â¯Ó ‰·œÏÎ ÊÎ¯Ó˙Ó Í‡ ¨ÂÓÓ ËÒÂÓ ÌÈ˙ÚÏÂ ¨ÌÂÏˆ˙‰ Ï˘ È¯ËÓÂ‡È‚‰

 ÔÈ‡ ¨È·ÈË¯‰ ¯Â˘ÈÓ· Æ‰‡Ï‰Â ‰ÓÓ ‰ˆÂÙ ¨ÔÈÙÂÏÈÁÏ ¨Â‡ ‰ÈÏ‡ ˙Ê˜˙Ó ÔÎÏÂ ‰˙Â‡ ˙··ÂÒ ˙ÈÏ‡ÂÊÈÂÂ‰

 ¨¯ÎÂÓ‰ ˙‡ „Ú˙Ó‰ ˙ÂËËÂ˘ ÔÓÂÈ ÆÚÒÓ ‡ÏÂ ¨ËÂËÈ˘ Æ˙ÂÈÂ˘Á¯˙‰ ‡Ï‡ ¨Ú¯Â‡Ó ÔÈ‡ Æ˙Â„ÂÊÈÙ‡ ˘È ª‰ÏÈÏÚ

 Ï˘  ‰¯Â‡Ù˙Â  ÌÏ‚  È¯ÓÂÁ  ¨ÌÈ¯ÈÈ˘  Ï˘Â  ‰˜ÈÁ˘  Ï˘  ÌÈ¯ÂÊ‡  Æ˙È˙È·  ˙ÂÁÂ  ÏÂËÂ  Ë˜˘  ¯ÒÁ  ˙‡Ê  ÌÚÂ

 ÍÂ˙ ÌÈÓÏÂˆÓ ‰Ï‡ ÏÎÂ ¨ÌÈ˜·Â‡Ó È‡Ù ÈÓÁ˙Ó ¨ÌÈÈ‡Ï˜Á ÌÈ˜˙Ó Ï˘ ˙ÂÈ¯ÂÁ‡ ˙Â¯ˆÁ ¨ÌÈ¯·¯Ù ÌÂÏÁ

Æ‡ÂÂ˘‰ ÔÈ·Ï ÌÒ˜Ó‰ ÔÈ· ¨˙Â˜È¯‰ ÏÂÓ Ï‡ ÒÂ˙‡Ù‰ ÔÂÂÂÎ·Â ÔÂÈÓ· ˙ËÏÁÂÓÂ ˙Ú„ÂÓ ‰ËÈÏ˘Â ˙ÂÓÒ˜È‰

 Ì‰ÓÚ ˙‡˘Ï ÈÏ·Ó ÌÈÒ¯Â˜ Ì‰ ÂÈÏ‡˘ ¨„Á‡ ‚˘ÂÓÏ ”‰ÓÂ‡¯Ë”Â ”ÈËÈÏ‡È¯” ÌÈ‚˘ÂÓ‰ ˙‡ „Á‡Ó ¯Â‚

 Æ··ÂÒÓÂ  ‰·ÈÒ  ÏÚ  Â‡  Ì˘‡Â  Ô·¯Â˜  ÏÚ  ÚÈ·ˆ‰Ï  ÈÏ·Ó  ¨”‡ËÓ”‰Â  ”¯ÙÈ‰”‰  ˙‡  ¨”‰¯Ù”‰Â  ”ËÒÂÙ”‰  ˙‡

 ˙È˙ÂÓÎ ‰ÏÈ˜  ̆¯˘Ù‡Ó‰ ¨ÈË¯Â‡È  ̇ÔÂ‚¯‡ ÍÂ  ̇˙ÈË‡ÂÙ ‰‡È¯  ̃‰ÚÈˆÓ RealityTrauma ˙Â„Â·Ú‰ ˙ˆÂ·˜

 Ì˙ÒÈ¯˜ ˙„ÈÓ ÆÌÈ‚˘ÂÓ‰ È˘ ÔÈ·  Á˙Ó‰ ÈÂÈÓ„  ¯Èˆ  ÏÚ  ‰„Â˜Î  ¨‰ÓÂ‡¯Ë ÔÈ·Ï  ˙˘Ù˙  ˙Â‡ÈˆÓ ÔÈ·

 ¨ÌÂÏÈˆ· ÚÈ¯ÎÓ‰ Ú‚¯‰ Ï˘ ¯ÎÂÓ‰ ‚˘ÂÓ‰ ˙Á˙ ¯˙ÂÁ ¯Â‚ Æ‰ÂÓ˙·Â ÌÂÏÈˆ‰ Ú‚¯· ˙Ú¯ÎÂÓ ‰Ê Ï‡ ‰Ê

 ÆÌÈ¯˘Ú‰ ‰‡Ó‰ Ï  ̆ÌÈÚ·˘‰ ˙Â  ̆Ê‡Ó ÌÂÏÈ  ̂˙ÂÚˆÓ‡· ˙ÂÈËÈÏ‡‰ ÂÈ˙Â¯È˜ÁÏ ˙Â¯È˘È ¯·Á˙Ó‰ ÍÏ‰Ó

 ˙ÂÚÓ˘Ó Ï˘ ‰È·‰· ˙ÈÂÈÚ¯ ‰ÈÁ·Ó ˜ÒÚ „Á‡‰ ∫ÏÈ·˜Ó· Â˙„Â·Ú· ÂÁÎ˘ ÌÈ¯Èˆ È˘ ÔÈ· ·Ï˘Ó ‡Â‰
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 ¨¯È‰Â ÌÈÂ·Ó ÌÂÏÈˆÏ ÂË ¨È‚˘ÂÓ‰ ÔÂÈ„‰ ˙‡ ÂÂÈÏ˘ ˙Â„Â·Ú‰ ÆÌÈÂ˘‰ ÁÈ˘‰ È‚ÂÒ ÔÈ· Ï„·‰Ï ‰Ó‡˙‰·

 ˙È˙Â‰Ó  Ô˙ÂÚÓ˘Ó˘  ¨˙Â¯˙ÂÎ·Â  ÌÈËÒ˜Ë·  ‰ÂÂÏÓÂ  ¨˙È˙ÂÊÁ  ‰Ù˘  ÌÚ  ˙ÈÏÂÏÈÓ  ‰Ù˘  ˙ÓÚÓ‰  ‰ÊÎ

 ¨È˙¯·ÁÂ È˘È‡ ¨È„ÂÚÈ˙ ÔÂÂÈÎÏ ÂË È¯ÈÏÙÈˆÒÈ„‰ ÔÂÈ„‰ ˙‡ ÂÂÈÏ˘ ˙Â„Â·Ú‰ ÆÈÙÂÒÂÏÈÙ-È˙·˘ÁÓ‰ ¯˜ÁÓÏ

 ˙ÂÏ·‚Ó  ÏÂÓ  Ï‡  Ì˙Â·ÈˆÈ  ˙˜È„·Â  Ì˘Â·È˘·  ˙ÂÒ˙‰  ¨ÌÂÏÈˆ  ˙¯ÈˆÈÏ  ÌÈÈÁ¯Î‰‰  ÌÈ‡˙‰  ˙ÈÁ·  ÍÂ˙

 ¨˙ÂÈ¯ÈÏÙÈˆÒÈ„‰  ˙Â˜È„·‰  Ï‡  ˙ÂÈ‚˘ÂÓ  ˙ÂÏ‡˘  ÂÏÁÏÁ  ÌÈÂÒÓ  ·Ï˘·  Æ˙ÂÈ‡˘ÂÂ  ˙ÂÈÎË  ˙ÂÈÂ·Î¯ÂÓÂ

 ˙ÂÏÂÎÈ·Â ÌÂÏÈˆ‰ ÌÂÈ„Ó Ï˘ ˜‰·ÂÓ‰ ¯È·Á˙· „˜Ó˙‰ ˙ÈÏÏÎ ˙È˙ÂÊÁ ‰Ù˘ Ï˘ ÔÓÒÓ‰ ‰Ú·Ë ˙¯È˜ÁÂ

 Ú·Ó  È„ÎÏ  È¯Â‚Ï‡‰Â  ÈË‡ÂÙ‰  ¨ÈËÈÏ‡‰  ¨ÈÏÂÈˆ¯‰  ÌÈ·Ï˙˘Ó  RealityTrauma-·  ÆÂÏ˘  ‰‡¯Â‰‰Â  ÈÂÂÈˆ‰

 ¨ÌÂÏÈˆ ÔÓÊÏ ÚÂ¯È‡ ÔÓÊ ÔÈ· ¨ÌÈÂ·ÓÏ È„ÂÚÈ˙ ÔÈ· ‰Á·‡‰ ÏÚ ¯Ú¯ÚÓ È˙ÂÊÁ‰ ÂÈÙÂ‡·˘ ¨„·Â¯Ó ÈË˜Ï‡È„

 ÔÈ·Â ˙È‡ÊÂ¯Ù ÔÈ· ¨‰·È˘Á ÏÎÏ Ì„Â˜ ÒÂ˙‡‰ ÈÎ ‰·‰‰ Æ˙ÂÚÓ˘ÓÓ ÔÂ˜È¯Â ˙È‚ÂÏ ‰È·‰ ÔÈ·Ï ÒÂ˙‡Ù ÔÈ·

 ¯ÈˆÎ ÌÈÁÎÂ ÂÏ‡ ÏÎ ≠ ˙È˘È‡‰ ˙ÂÒ˙‰‰ ˙Â·È˘Á·Â ˙ÂÈ‡¯˜‡‰Â ˙ÂÈ¯˜Ó‰ Ï˘ ÔÁÂÎ· ‰¯Î‰‰Â ¨˙ÈÓÂÈ˜

 ¯ÁÂ‡Ó‰  ËÂËÈ˘Ï  „ÚÂ  ÌÈÚ·˘‰  ˙Â˘  ÚˆÓ‡  Ï˘  ˙ÂÓ„˜ÂÓ‰  ˙Â¯È˜Á‰  Ê‡Ó  ¯Â‚  Ï˘  Â˙¯ÈˆÈ·  ÈÊÎ¯Ó

ÆRealityTrauma-‰ ˙Â„˘·

 ˙ÂÚˆÓ‡· ˙ÂÈË˙Â‡ ıÏÁÏ ÔÂÈÒÈ ÍÂ˙Ó ‡Ï‡ ¨˙Ó‡ ˘ÂÙÈÁÓ ˙Ú·Â ‰È‡ ¯Â‚ Ï˘ ˙ÈÙˆ˙‰ ˙„ÓÚ

 ‰·Â¯Ó ˙ÂÂÂÎ˙‰ ˙˘¯Â„ ËÂËÈ˘Ï ‰‡ÈˆÈ‰ Æ®˙¯¯ÂÒ Ô˘ Ï˘ ‰˙¯È˜Ú ˙‡¯˜Ï ‰Î‰‰ ÂÓÎ© ‰·È·Ò‰ ¯ÂÚ¯Ú

Æ‰˜ÂÓÚ ‰ÈÈ‡¯ Ï˘Â ‰ËÈÏ˜ Ï˘ ·ˆÓ ˙‡¯˜Ï ˙ÈÓÈÙ ˙Â‚¯‡˙‰Â

 ˙ÁÒÂÓ  ‡È‰  ÌÈ¯ˆ˜‰  ÂÈ¯ÂÙÈÒÓ  ÌÈ·¯·  Æ‡˜Ù˜  Ï˘  Â˙·È˙Î·  ˙ÈÊÎ¯Ó  ‰ÈÂÂÁ  ‡È‰  ˙Â¯˘Ù‡-È‡

 È„È ÏÚ Ô‚ÂÓ Í‡ ¨ÂÏ „ÁÂÈÓ· „ÚÂÈÓ‰ ˜ÂÁ‰ ¯Ú˘ ÏÂÓ ˙ÈÒÈÒ·‰ ‰ÈÂÂÁ‰ Ì‚ ‡È‰Â ¨˙ÂÈ˙ÈˆÓ˙·Â ˙ÂË˘Ù·

 ·˘ÂÈ‰ ÔÈ˙‰ Ï‡ ÌÏÂÚÏ ÚÈ‚˙ ‡Ï ‡È‰ Û‡ ˙È¯ÒÈ˜‰ ‰¯Â˘·‰ Æ®”˜ÂÁ‰ ¯Ú˘ ÈÙÏ”© ÌÈÓÈÈ‡Ó‰ ÛÒ‰ È¯ÓÂ˘

 ¯ÈÚ  ˙‡Â  ˙Â‚¯„Ó‰  ¯ÂÙÒÈ‡  ˙‡  ¨ÏÎÈ‰‰  ˙Â¯ˆÁ  ˙‡  ¯Â·ÚÏ  ÁÈÏˆÈ  ‡Ï  ÌÏÂÚÏ  ÁÈÏ˘‰  ÔÎ˘  ¨ÌÈ˜Á¯Ó·

נילי גורן



     ±≥/±≤

 Ï˘ ˙È„ÓÓ-Â„‰ ˙ÂÈ˜ÏÁ‰ ¨ÔÂÒ‡‰ Ï˘ ¯Á‡‰ Â„ˆ ‡Â‰ ®ÌÈÓ‡˙Ó ÌÈ¯‰ÂÒ ‰„Â·Ú· ÌÈÓ‡˙Ó‰ ÔÂÁËÈ·‰

 ÂÈ‰ ‡Ï ÌÈ˘‰Â ®·¯ÂÚ ÌÚ Â‚Ë© ·¯ÂÚ‰ ÏÚ ÌÈ„˜Â¯‰ ÂÚ„È ‡Ï ‰ÏÈÁ˙· Ì‡ ÆÈÂÈ˘ ‰¯·Ú˘ ˙¯ËÂ˘ ‰˙Â‡

 ‰ÈˆÓ¯ÂÙÒ¯Ë‰ ‡˜ÂÂ„  Æ˘„Á‰ ·ˆÓ‰ ÏÚ ‰¯ˆÓ ¯·Î ˙¯ËÂ˘‰ Ô‡Î È¯‰ ¨®˙ÂÁÙ˘Ó© ÌÈÒÂËÓÏ ˙ÂÚ„ÂÓ

 ÌÈÈÁ ˙‡È¯·Ï ˘„Á ·Á¯Ó ‰¯ˆÈ ˙Ú· ‰·Â ‰˙ÈÁ˘‰˘ ˘‡‰ ˙‡ ÂÈ‡¯ ‡Ï© ‰ÓÂ‡¯Ë· Ë·Ó‰ ÈÙÓ ‰‚Ó

 ÔÓÈÒ Â˙Â‡Î© ˙Ú„Ï ¨Ú„ÈÏ ‰Ó„ œ̃ ‰ ˙˜Â˘˙ ÆÔÂÒ‡‰ ÏÚ ‰˙‡ Ï·‡˙‰Ï ÂÏ ˙¯˘Ù‡Ó ˙¯ËÂ˘‰ Æ®ÌÈ˘„Á

 ‰„ˆÓ ˙ÎÏÂ‰‰ ¨®˙¯ËÂ˘‰ Ï˘© Ï‚¯· ˙‡Ë·˙Ó ˙ÂÂ‡˙‰‰ Æ‰ÏÎ˙ÓÂ ‰˙ÏÎ ®ÒÈ¯‰ ıÂÏÈÁ ‰„Â·Ú· ˙ÂÈ‚ÂÊÏ

 ÈÓÈÈÈ· Ô„Ú Ô‚Ï ®ÔÈÓÈ© ÌÂ‰È‚Ó ¨‰¯„ÂÓÏ ÌÈÈÈ·‰-ÈÓÈÓ ‰ÚÂ˙‰ ÔÓÈÒ ≠ ¯Á‡‰ ‰„  ̂Ï‡ ‰„Â·Ú‰ Ï  ̆„Á‡‰

 ˙‡ ˙¯·ÁÓ ‡˜ÂÂ„ ‰Ó„‡‰ ÈÙÏÎ Ô‰Ï˘ ÏÕ·‡‰ ˙ÚÂ˙ ˙‡Ê ÏÎ·Â ¨˙ÂÈ„ÓÓ-„Á· ˙ÂÎ˙Á ÌÈÙ‰ Æ®Ï‡Ó˘©

 Ï˘ Ô·ÂÓ· ¨ÈËÈÏ‡È¯Ï ¯Â·ÈÁ‰ ‡Â‰ ‡Ï‡ ¨‰ÈÈÁ‰ ˘¯‚Ó·Î ÈÂ¯È‡ ‡Ï ¯·Î ˘È·Î‰ Æ˙ÂÁÎÙ˙‰Ï ˙¯ËÂ˘‰

 Ô‰Â  ‰˙Â¯ˆÂÂÈ‰·  Ô‰  ¨‰ÓÂ‡¯Ë‰  ÈÙÓ  ÂÈÏÚ  ÌÈ¯ÓÂ˘  ”È‡‰”  ¯Ë˘Ó  Ï˘  ¯ÂËÈ˘‰  ˙ÂÁÂÎ  ÆÈ¯Á‡˘  ÌÈÈÁ‰

Æ˙È¯ÂÊÁÓ‰ ‰˙¯ÊÁ·

 ˙ÂÈÓÈËÙÂ‡ Ï˘ ‰„ÈÓ ‰ÓÂÏ‚ Æ¯Á‡ ¨ÛÒÂ ÔÂÈÒÈ Â˙Á˙Ó‡· Í‡ ¨‰ÏÁ˙‰‰ ˙„Â˜Ï ÌÈ·˘ Â‡ ÌÚÙ‰

 Ô·Ï ÒÙÏÂ ÌÈ·Ï ÌÈÓ˘Ï Ô‡Î ÂÎÙ‰ ¨ÈÓÂ˜Ó ¯ÚÈ ‰„Â·Ú‰ Ï˘ ‰È„˜¯‡· ÌÈÏÂÙÎ ÌÈÏÈÙ¯Ú Ì˙Â‡˘ ‰„·ÂÚ·

 ÈÎ ÂÏ ‰Ï‚Ó ÌÈÈ˙Ò‰˘ Ï·¯˜‰ ÆÛÂ¯˘‰ ÔÈ‡‰ ÏÂÓ Ï‡ ÌÓÂ˜Ó ˙‡ Â‡ˆÓÂ Â„ÒÓ˙‰ ¯·Î Ì‰ Æ˘È·Î‰ ÏÚ

 ÌÚ ˙ÂÊÂÙ¯ÂÓ‡ËÓ ‰¯·Ú ¨®ÌÈÒÂËÓ‰ ÌÚ ˙ÂÁÙ˘Ó ‰„Â·Ú·Â ·¯ÂÚ ÌÚ Â‚Ë· Ú·˜ Í¯„ ‰ÁÎ˘ ¨˙ÂÓÈÏ‡‰

 ˙ÂÈ˙Â¯È¯˘· ÂÈÏ‡ ‰ˆÈˆÓ ˙ÂÈÓÂ˜‰ Æ®ÌÈ‡·Î ÌÈÓÂ‡˙ ‰„Â·ÚÏ „Â‚È·© ˙¯ËÂ˘ È„Ó· ˙È˘Â‡ ˙ÂÓ„ ÈÂÏÈ‚

 Â‡ ¨‰˙·ÂÎ ÔÎ‡ ‰Ù¯˘‰ Ì‡‰Â ¨˘È·Î‰ ÈÏÂ˘ ÏÚ ‰ÎÈÏ‰ Ï˘ ‰ÎÒ‰ ˙„ÈÓ È‰Ó ÌÈÚ„ÂÈ ÂÈ‡ ÔÎ˘ ¨˙Ù¯ÂË

 ÌÈÈÈÓ„Ó Â‡ Æ¯ˆÂ ÂÈ‡ ¯˘˜‰‰Â ¨˙ÁÚÙ˙Ó ‰È‡ ‰ÓÂ‡¯Ë‰ ÆÛÂÒ‰ Ï‡ ‰ÎÈÏ‰Â ˘Â‡ÈÈ Ï˘ Ë˜‡ Â‰Ê ‡Ó˘

 ÈÎ  ‰Ï‚  ¨ÌÒ¯ÂÙÓ‰  È„ÈÈ‰  ËÙ˘Ó‰  ˙‡  ÍÂÙ‰  Ì‡  ¨ÈÏÂ‡Â  Æ‰‡Ù˜˘  Ï‚¯‰  ˙ÚÂ˙  Ï˘  ÛÒÂ‰  Ûˆ¯‰  ˙‡

 ÔÈ‡” ÈÎ ÔÂÈÚ¯Ï ˙¯·Á˙Ó ‰Ê ËÙ˘ÓÓ ˙Ú·Â‰ ˙È‚ÂÏÂ‡È˙‰ ˙ÂÚÓ˘Ó‰ Æ”·˘ÂÁ ÌÈ‰ÂÏ‡ ¨˜ÁÂˆ Ì„‡‰˘Î”

 ˙Â˜Á˙‰Ï È„Î ¯ÂÓÂ‰ÏÂ ¨¯ÂÓÂ‰ ¯ˆÈÈÏ È„Î ‰ÓÈ Õ‡Ï ÌÈ˜Â˜Ê Â‡ ¨ÂÊ ‰‡È¯˜ ÈÙ ÏÚ ±≤Æ”‰¯Â˙· ¯ÁÂ‡ÓÂ Ì„˜ÂÓ

 ¨˙¯ËÂ˘Ï©  ˙Á˜ÙÓÏ  ˙Â˘ÙÁ˙‰‰  Ë˜‡  ÔÈ·  „ÈÁÙÓ‰Â  ¯¯ÂÚÓ‰  ·ÂÏÈ˘‰  Ï‚ÚÓ·  ÌÈÚ  Â‡  Æ‰ÓÈ Õ‡‰  ¯Á‡

 Ë·Ó· ‰Ï‚˙Ó‰ ¨È˘Â‡‰ ÛÂ‚‰ ÔÈ·Ï ®‰ÓÂ‡¯Ë· ˙ÂÂ·˙‰ ÏÚ ‰‚Ó‰ ¨˙ÂÓÈÏ‡‰ ÏÚ ÏÂÙÂÂÓ· ‰˜ÈÊÁÓ‰

Æ‰‡È¯·‰ ˙ÂÁÂÎÓ ˜ÏÁ Ì‰ ‰Ï‡˘ ÊÓ¯Ó‰ ¨®˙¯ËÂ˘‰ ¯ÚÈ˘© ÂÈ˙Á˙

 ˙ÂÓ„· ÌÈÈ  ̃Ì»È‡‰ ÆÈ‰˘ÏÎ ‰È„˜¯‡· Ï„‚Ó „ˆÏ ¯˜Â· ÈÏÈÙ¯Ú· ÌÈËÈ·Ó Â‡ ±∂∏ ’ÓÚ ÈÓÂ˜Ó ¯ÚÈ ‰„Â·Ú·

 Ï˘ ¯˙ÂÓ‰ Â‡ ¯ÂÒ‡‰ ÏÂ·‚· ‡ˆÓÈ Ì‡ Ì‚ ÆÚÂ„ÓÂ Â· ‡ˆÓ ÈÓ ˙Ú„Ï ÈÏ·Ó ¨ÏÈÚÏ ¯ÎÊÂ‰˘ Á˜ÙÓ‰ Ï„‚Ó‰

 Æ‰ÚÂ˙ Ï˘ ÒÓ¯ÂÙ¯Ù· ÌÈ„˜Ù˙Ó ÌÈˆÚ‰ ¨È˘Â‡ ÛÂ‚ È˜ÏÁ ¯„ÚÈ‰· Æ¯Ó˘Ó ˙Á˙ ¯‡˘È ÔÈÈ„Ú ¨Ë·Ó‰

 Í‡ ¨ÚÂ„È-‡Ï‰ ˙‡ˆÏ ÏÂÎÈ ÌÎÂ˙Ó ÆÌÈÏÂÙÎ ÌÈÓ˘Î Ú˜¯˜‰ ˙‡ ÌÈÒÎÓ ÌÈÏÈÙ¯Ú‰ Í‡ ¨ÌÏÚÂ ÍÏÂ‰ Í˘ÂÁ‰

 ÏÀ·ÀÎ „ÓÂÚ‰ Í˘ÂÁ‰Â ¨ÌÈÓ˘‰ ˙ÏÙÎ‰ ÆÌÈÓ˘·Â ‰Ó„‡· Ë·Ó‰ ˙‡ ÂÈÏÚ ‰˘˜Ó ‰ÈÒ¯ÙÓÈ‡‰ ÆÈ„‚‡‰ Ì‚

 È¯ÙÎ‰ ·Á¯Ó‰ Æ˙ÈÏ‡ÂÈˆ¯ ˙È˘ÂÁ ˙ÂÈ·ÈË˜ÈÈ·ÂÒ ¯ˆÈÈÏ  ÌÈ˘˜Ó ¨‰„Â·Ú‰ Ï˘ ÈÓÈ‰ ‰„ˆ· ‰Ó¯„ÂÏÓ·

 ¯‰ ˙Ú·‚ ‰˙Â‡ ˙‡ ¯ˆÈÈÓ ÌÈˆÚ‰ „Â˜È¯ Æ®Ï„‚Ó© È·¯Â‡‰ Ï˘ È˙¯·Á‰ ÁÂ˜ÈÙ‰ ÏÚ ‰ÏÂÚ ®ÌÈˆÚ‰ ‰·Â‚©

Æ‰¯ÚÒ‰ ÈÙÏ˘ È‚‡Ù‰ Ë˜˘‰ Â‰Ê ÆÌÊÎ¯Ó· ‰¯„ÚÈ‰· ˙·ˆÈ‰ ¨˙¯Ù¯ÙÁ‰ Ï˘ ˙ÈÈÓÂ„Ó

 ¯ˆÂÈ ¨‰ÈÈ· ¯˙‡ ÍÂ˙· ®ø‰„Â·Ú È¯‚‰Ó øÌÈÈÈËÒÏÙ© ÌÈÏÚÂÙ È˘ Ï˘ ÌÙÂ‚ ≥∏ ’ÓÚ ¯Â· ÌÈ¯ÙÂÁ ‰„Â·Ú·

 „ˆÓ ∫˙ÂÓ„Â˜‰ ˙Â¯ÈˆÈ‰  ÔÓ  Â¯·ˆ˘ Ú„È‰  Ï˘ „ÂÁÈ‡  Ô‡Î  ˘È  Æ¯Â¯È·ÏÂ  ˙Â˘¯ÙÏ  Ô˙È  È˙Ï·  ˘„Á ÛÂ‚

 ÏÂÓ  Ï‡  ·¯ÂÚ‰  Æ˙¯Ù¯ÙÁ‰ ¯Â·  ÌÚ  „Á‡˙Ó ˘„Á ¯ÂˆÈ  Ï˘  ÒÓ¯ÂÙ¯Ù·  ÈÓÈÂËÓ‰ È˘Â‡‰  ÛÂ‚‰  ¨„Á‡

 ‰„Â·Ú· ÌÈÒÂËÓ‰ ÌÂÈ‡ ˙Á˙ ÌÈ˘‰ Ï‡ ¯·‚‰ Ï˘ ‰ÈˆÏÙ¯ËÈ‡‰ ˙ÚÂ˙Â ·¯ÂÚ ÌÚ Â‚Ë ‰„Â·Ú· Ï·¯˜‰

 Ï‡  øÏ‡‰  Ï‡  øÂÈÏ‡  ∫„È‰  ‰ÂÙ  ÈÓ  Ï‡  Æ‰¯ÊÚÏ  ÏÚÂÙ‰  Ï˘  „È‰  ˙Ë˘Â‰  ˙‡È¯˜Ï  ÌÈ¯·Á˙Ó  ¨˙ÂÁÙ˘Ó

 øÌÈÚÂ„È ‡Ï ˙ÂÓÂ‰˙ ¯·Ú Ï‡ ‰ËÓ ÛÁÒÈ˙ ÛÎ˙˘ ‰„Â·Ú‰ ÏÚ ÌÂÈ‡· ø¯Â‚ Ï˘ ˙ÈÂ¯˘-˙Ó¯‰ ‰ÈÙ¯‚ÂÈ·‰

 ‰¯ÈÙÁ‰ ˙‡ ø¯Á‡ Ú„È ‰ÏÚÓ ıÂ¯ÙÈ ÂÎÂ˙Ó ‡Ó˘ Â‡ ¯·˜ Â‰Ê Ì‡‰ ø¯Â·‰ Ï‡ ‰Ï‡ ÛÂ‚ È˜ÏÁ ÂÚÈ‚‰ „ˆÈÎ

 ˙È˙Á˙· Â¯·ÚÏ ‰ÂÙ‰ ®˙È˘Â‡‰ ‰‡ˆÓ‰‰Â ˙ÂÓ‡‰ ¨Ú„È‰ ≠ ˛techné¸ ‰ÎË‰ ÏÎ ˙‡ ÂÎÂ˙· „‚‡Ó‰©

 ‰ÙÂ¯ËÒË˜ ÍÂ˙  Ï‡  ÔÓÊ‰  ËÓÂÓ  ˙‡  ÌÈ„ÈÚˆÓ Ì‰È˘  ≠  Ï‡Ó˘ „ˆÓ ‰¯ÂÒ‡‰ ‰ÓÈ Õ‡‰  ¯„‚Â  ¨‰„Â·Ú‰

 ÌÈÙÒÂ ‰Ó„‡ ˙ÂÂÈ¯È‰· Û‚Â‡Ó È¯Ù¯ÙÁ‰ ¯Â·‰ ÔÎ˘ ¨¯Â¯Á˘ ÌÂ˘Ó Ì‚ ˘È ‰ÙÈ˘Á· Í‡ Æ‰˜ÈËÙÈÏ˜ÂÙ‡Â

 ‚ÂÏ‡È„ Â˙Â‡· ÆÏ‡‰ ÌÚ ‚ÂÏ‡È„Ï ‰ÏÈÙ˙ Ì‚ ‡È‰ ¨‰ÏÂÚÙÏ ¨‰¯ÊÚÏ ÔÈÈ·‰ ÏÚÂÙ Ï˘ „È‰ ˙‡È¯˜ ÆÔÈÓÈÓ

 ˙Ë˘Â‰ ÍÂ˙Ó Â˜ÏÁ ÏÚ „ÓÂÏ ‡Â‰ Û‡Â ¨Ï Õ‡‰ Ï˘ ÌÈ‡ÏÓ‰ ÌÈÙ‰ ˙‡ ˙Â‡¯Ï ÌÈÏÂÎÈ ÂÈ‡ ¯¯Á˘ÓÂ ÔÎÂÒÓ

 ÌÈ·ÈÎ¯Ó ®‰„Â·Ú‰ Ï˘ ÔÂÈÏÚ‰ ÈÓÈ‰ ‰„ˆ·© ÌÈÓ˘‰ Ï˘ ‰ÏÂÎ˙‰ ÔÈÚ‰ ‰ˆ˜Â ‰Ó„‡· ÚˆÙ‰ ¯Â·‰ Æ„È‰

 ‰ˆÏÂÁ‰  ÏÚ·  ÏÚÂÙ‰  Ï˘  ÈÂÏ‚‰  Ô·˘È‰˘  ‡Ï‡  ÆË·Ó  ÔÈÈÓ„Ï  Ô˙È  ÂÎÂ˙Ó˘  ÈËÓÂËÙÓÈÒÂ  ÈÂÒÎÏ‡  Á˙Ó

 Ï·¯˜‰  ÁÂ¯  ˙‡  ¯ÈÊÁÓÂ  ¨È‚ÂÏÂ‡È˙‰  ‰˘ÚÓÏ  ˙Â¯˘˜‰  ˙ÂÈˆ¯‰  ˙‡Â  ˙Â·‚˘‰  ˙‡  ÍÈÁ‚Ó  ‰¯ÂÁ˘‰

ÆÚÂ„È ‡Ï‰ Ï˘ ‰ÂÈÏÚ‰ ˙È˙Á˙‰ ‰ˆ˜ ÍÂ˙ Ï‡ ÚÒÓÏ ‰ÓÊ‰Ï
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���&III
 Ú‚¯ ¨Â‚Ï ˙ÂÈÂÓ„Ï ÌÈ˘ÙÂÁÓ‰ ÌÈ„ÏÈÎ ÌÈ‡¯‰ ¨˘‡ È·ÎÓ ÈÁ¯Ù È˘ ÌÈÏÂÚ ¥∑ ’ÓÚ ¨ÌÈ‡·Î ÌÈÓÂ‡˙ ‰„Â·Ú·

 ‰„·ÂÚ‰ ˙‡ ÌÈ¯È‚ÒÓ ‰Ï‡ ”ÌÈ˘ÙÂÁÓ” ‰‚‰ ˙ÂÁÂÎ ÆÈËÈÏ‡È¯Ï ‰ÓÂ‡¯Ë‰ Ï˘ ˙˘„ÂÁÓ‰ ‰‡ÏÚ‰‰ ¯Á‡Ï

 Æ®Â‚ÏÓ ÈÂ˘Ú „ÈÈÓ-È„¯ Ï˘ ˙Â„ÏÈ ÔÂ¯ÎÈÊ© È˙ÂÎ‡ÏÓ ‡Â‰ Í‡ ¨®ÌÈ„ÏÈ·© Ì‰· ÔÂÓË „È˙Ú‰˘ ¨˙ÈÏÒ˜Â„¯Ù‰

 „ˆ· Æ˙Ó‡‰ ÌÚ ˘‚ÙÓ· ”Â„·‡˙‰” ¯·Î Ú„ÂÓÏ ‰ÓÂ‡¯Ë‰ ˙‡ ÂÏÚ‰  ̆ÈÓÂ ¨È„Ó ¯ÁÂ‡Ó ÌÈÚÈ‚Ó Ì‰  ̆¯˘Ù‡

 ˙È¯·‰ ÂÊ Ì‡‰ ÆÔ˘Ú ˜Â¯ÊÏ ÌÈÓ ˜Â¯Ê ÔÈ· È¯˘Ù‡ È˙Ï· ¯Â·ÈÁÓ ‰ÈÂ˘Ú‰ ˙˘˜ ˙¯ˆÂ ‰„Â·Ú‰ Ï˘ ÔÈÓÈ

 ˙ÈÏÂÏ˙ ‰˘È ¨Ï‡Ó˘Ï ËÚÓ ¨‰„Â·Ú‰ ÊÎ¯Ó· øÈÓÏ ÈÓ ÔÈ· ˙È¯· ¨ÔÎ Ì‡Â ¨®ÏÂ·Ó‰© ÔÂÈÒÈ‰ ÏÚ ¯ÂÊÁÏ ‡Ï˘

 ˘È‡‰ Æ‰Ó„‡‰ ˜ÓÂÚ· ˙¯¯Â‚˙Ó‰ ®˙ÂÂÓ‰© ˙¯Ù¯ÙÁ‰ ˙‡ ˙ÂÏ‚Ï ˙Â¯˘Ù‡‰ ÏÚ ˙‚Ï‚ÏÓ ‡È‰ Û‡ ¨˙ÙÒÂ

 ¨ÌÂ‰ÈÊ‰ ¯ÂÊ‡ ÍÂ˙ Ï‡ ˙˜¯Ê‰ ˙ÈÎÓ Â‚Ï  ˙·Â·Î ËÚÓÎ ‰‡¯  ¨‰ˆÁÓÏ ÌÈ¯˙ÒÂÓ ÌÈÙ· ÍÏÂ‰ ÒÙ˙‰

 ∫Ï‡˘ ·Â˘Â ¨‰Ïˆ‰ ˙ÂÂÈÒÈ ÏÚ ¯ÂÙÈÒ ÂÏ ¯ÙÒÏ ÌÈˆÂ  ̄ÂÓÎ ÌÈ˜Â¯Ê‰ ‰Ïˆ‰‰ ÈÏ‚Ï‚ Æ‰ÒÙÈÏ˜ÂÙ‡‰ ¨ÔÂÒ‡‰

 ‰Ó„‡‰ ÏÈ·˘ Æ˘ÓÓ˙‰ ÔÂÒ‡‰ Æ¯ÂÁ˘‰ Ì‚‡· ÌÈÏÙÎÂÓ ÌÈ¯È‰·‰ ÌÈÓ˘‰ øÈÓ ˙‡ ÏÈˆ‰Ï ÈÓ Ï˘ ˙ÂÂÈÒÈ

 ‰Ó„‡ ÈÙ ÏÚ ÌÈÎÏ‰Ó ¨ÈÂ·ÈÎ È˘‡ È˘Ï Â„¯ÙÂ‰˘ ¨ÌÈÈÓ‡ÈÒ‰ ÌÈÓÂ‡˙‰ ÆÌÈ¯ÂÎÚ ÌÈÓ Ï˘ ÏÈ·˘Ï ÍÙ‰

Æ‰¯‰Ê‡ ÔÈÈ„Ú ˙‡Ê ÈÏÂ‡Â ¨Â¯ÈÁÓ ˙‡ ‰·‚ ‰ÓÂ‡¯Ë‰ ÌÚ „„ÂÓ˙‰Ï ÔÂÈÒÈ‰ Æ‰ÎÂ¯Á

 ÌÈÏÈÙ¯Ú· ˙Â¯ÚÈ ·Á¯Ó Â˙Â‡ ˙‡ ÂÏ ‰¯ÈÎÊÓ ‰ÙÈ¯˘ ÌÂ˙· ˙¯ËÂ˘ ¥¥ ’ÓÚ ¨˙¯ËÂ˘Â ˘‡ ÚÂ¯È‡ ‰„Â·Ú·

 Æ®ÌÈÈ¯ÙÏ  ıÂÁÓ  ˙Î˘Ó  ‰¯Ú·‰  ÈÏÂ‡Â©  ‰ÙÈ¯˘  È¯Á‡  ˙„ÓÂÚ  ‰˘¯ÂÁ‰  ¨Ô‡Î  ÌÏÂ‡  ¨ÈÓÂ˜Ó  ¯ÚÈ  ‰„Â·Ú·

 ¨Ú˜¯˜‰  Ï‡  ‰ÙÂÓ  ‰Ë·ÓÂ  ˘È·Î‰  ÏÚ  ˙ÎÏÂ‰  ˙¯ËÂ˘‰  Æ‰Ú‚¯‰  Ï˘  Ë˜‡·  È¯Ó‚Ï  ÌÈ·Ï  ÌÈÓ˘‰

 ˙¯˙Ò‰Â ˙ÂÂ·˙‰‰ ÈÙ· ¯„Ò‰ ÏÚ ‰‚Ó ‡È‰ ÆÈÙÏ˘ Ú‚¯Ï ‰¯ÊÁ Í¯„ ¨ËÂÏ ˙˘‡Î ¨˙˘ÙÁÓÂ ˙Ï·‡˙Ó

 ÚÂÓ˘Ó‰ ˙ÂÁÂÎÏ ˙ÎÈÈ˘ ˙¯ËÂ˘‰ Æ˙ÈÒ¯‰‰ ‰˙ÂÏ‚˙‰· ˘Ù‰ ˙‡ ‰„ÈÁÎ‰Â ‰Ù¯˘˘ ‰ÓÂ‡¯Ë‰ ÌÏŒ̂

 ˙È‡¯ ÔÈÓÈÓ Ú˜¯· ÆÏÂÓÈÒ‰ ˙Î¯ÚÓ ˙ÓÈ¯Ù Ï˘ ÈÏ·¯˜‰ Ë˜‡‰ È„Î ÍÂ˙ ¨¯„Ò‰ ˙‡ Â„ÈÓ˘‰˘ ¨ÁÂ˜ÈÙ‰Â

 Ì‚Â ¨‰ÓÂ‡¯Ë‰ ˙‡ Â··È„ ˙Ó‡· ‡Ï  ̆ÂÏ ‰¯È·ÒÓÂ ˙Â˘¯Ù‰ ˙ÈÈˆÈÊÂÙÓÂ  ̃ÏÚ ˙˜ÁÂˆ‰ ¨˙È˜Ú ˙ÈÏÂÏ˙

ÆÌ„‡‰ È·Ó ¯˙ÂÈ ˙ÂÈ˜Ú ˙Â¯Ù¯ÙÁ Ï˘ ˙ÂÈÏÂÏ˙ „ÂÚ Ô‰Ï ˙Â¯˙˙ÒÓ ÔÈÈ„Ú ¨ÔÎ Ì‡

 ÈˆÁ Â˙Â‡© ÛÂ‚‰ ÈˆÁ· Ï˜˘Ó ÈÂÂÈ˘ ‰¯È·ÚÓÂ ‰ÓÈ„˜ ˙ÁÏ˘‰ ˙¯ËÂ˘‰ Ï˘ ‰Ï‚¯ ÏÚ ·ÎÚ˙Ó Ë·Ó‰

 ˙‡Ê ÏÎ·Â Æ®ÌÈÈÓ‡ÈÒ‰ ÌÈÓÂ‡˙‰ ‰„Â·Ú· ÂÈ‡¯˘ ‰ÊÏ „Â‚È· ¨È˙¯·Á „È˜Ù˙Â ˘‡¯ ÏÚ· Ú‚¯Î ‡Â‰˘ ÛÂ‚

 ˙ÂÁÂÎ ÌÚ© ‰ÈÈÁ‰ ˘¯‚Ó· Ì‚ Â¯Î‰  ̆˘È·Î‰ Æ‰ÚÂ˙· ÔÈÈ„Ú ‡È‰Â ¨˙¯ËÂ˘‰ ÈÙ ˙‡ ˙Â‡¯Ï ÌÈÏÂÎÈ Â‡ ÔÈ‡

≤∞∞π ¨‰Â˜˙ Á˙Ù ¨˙¯ËÂ˘Â ˘‡ ÚÂ¯È‡

≤∞∞π ¨‰Â˜˙ Á˙Ù ¨ÌÈ‡·Î ÌÈÓÂ‡˙

≤∞∞π ¨·È·‡ Ï˙ ¨¯Â·‰ ˙¯ÈÙÁ

≤∞∞∂ ¨‚ÏÂÙ ˙¯ÂÓ˘ ¨ÈÓÂ˜Ó ¯ÚÈ

 ÂÚ·˜˘ ˙ÂÓÒ¯ÂÙÓ‰ ˙Â„ÈÓ‰ ˙Á‡” Æ±≤

 ‰„ÈÓ‰ ‡È‰ ‰¯Â˙‰ ˘¯„ÓÏ Ï”ÊÁ

 ¯ÁÂ‡ÓÂ Ì„˜ÂÓ ÔÈ‡’ ˙È¯ÂËÒÈ‰-ÈË‡‰

 ÒÂÙ¯Â˜‰ ¨‰Ê È˘¯Ù ÏÏÎ ÈÙ ÏÚ Æ’‰¯Â˙·

 „ÎÏ˙Ó ¨ÂÈ¯ÙÒ ≤¥ ÏÚ ¨ÂÏÂÎ ÈÂ‡˜‰

 ‰È·È˙˘ ¨˙ÈÏ‚ÚÓ-˙È˙Â„Á‡ ˙Â˘ÈÏ

 ÌÈ·Ò ÌÏÂÎ ‰È·ÈÎ¯ÓÂ ÌÈÈÓÊ-Ï‡

 ‡ÏÂ ˙È¯˘Ù‡ ‰˘È‚Ù ÏÎ ÌÈ˘‚Ù ¨ÌÈ·˘Â

 ∫È‰ØÈÈ‡” ¨·Â‰ÏÒ ‡·˘ Æ”˙È¯˘Ù‡

 ÏÂ‚Ò ÌÙ˘ ≠ È·¯Ú ‰ˆÂ·˜‰ ˙Â·˜Ú·

 ÌÙ˘ ≠ È·¯Ú ’Ë˜ ÍÂ˙· ¨”®≤∞∞¥≠∞μ©

 ≤∞∞μ≠≤∞∞≥ ÌÈ¯ÂÈˆ ∫‡È·Ï ÈÙ¯ ∫ÏÂ‚Ò

 ˙ÂÓ‡Ï ÔÂÚ·‚ ‰È¯Ï‚ ∫ÔÈÏ¯·Â ·È·‡ Ï˙©

Æ∑ ’ÓÚ ¨®≤∞∞μ ¨¯‚¯ÙÒ‡ ‰È¯Ï‚Â



 Ï˘ ‰ÓÂ‡¯Ë‰ ˙‡ ÌÈÂÎÓ‰ ÌÈÎ¯Ú‰ ÏÚ Ë·ÓÏ ˙È·ÈË¯ËÏ‡ ˙Â¯˘Ù‡ È‰ÂÊ Æ‰ËÓ ÈÙÏÎ „¯˙Â ¯ÒÈ˜‰ ÔÓ

 ˙Ï‰˜· ¯ÂÓ‡Î ¨”‰ÏÁ˙‰” ¯ˆÈÈÏ È„Î ÛÂÒ‰ Ï‡ Ë·Ó ‡Â‰ ‰Ó„‡‰ ÏÚ Ë·Ó‰ ÆÚ·Ë-˙Â·¯˙ È¯‡È·‰ „Óˆ‰

 Æ”«aœÏ Ï Œ‡ Ô ΔÕ̇ œ È È ÃÁ Ã‰ŸÂ ¨ÌÀ„ À‡ À‰ ÏΔÀÎ Û«Ò ‡»‰ ¯ Œ̆ ⁄‡ ΔÃ· ¨‰ ΔŒ̇ Ÿ̆ œÓ ˙È ΔÕ· Ï Œ‡ ˙ŒÎ ΔŒÏ œÓ ÏŒ· Õ‡ ˙È ΔÕ· Ï Œ‡ ˙ŒÎŒÏÀÏ ·«Ë” ∫®’· ¨’Ê ˜¯Ù©

 ˙·¯˜˙Ó‰ ‰ÒÙÈÏ˜ÂÙ‡‰ ˙‡ ‰‡Â¯‰ ‡Â‰ ¨Ï·‡‰ ˙È·˘ ÌÂ˘Ó ¨‰ÏÚ‰ ‰·˘ÁÓ‰ ‡Â‰ ˙ÂÂÓ‰ Ï‡ Ë·Ó

 ¨Â˙Â‡ ÚÂÏ·ÏÂ Á˙ÙÈ‰Ï ‰ÏÂÎÈ Ì‚ ‰Ó„‡‰ Í‡ ÆÂ·œÏ· ÌÈÈÁ ˜ÂˆÈÏ ÏÂÎÈ‰ ‡Â‰Â ¨È˙¯·Á‰Â È˘Â‡‰ ÌÂÈ˜·

 ÔÈ· ÏÂ·‚ Â˜ ‡È‰ ‰Ó„‡‰ Ì‡‰ ø‰Ó„‡Ï ˙Á˙Ó ÌÈÓ˘Â „ˆÈÎ ÆÂ˙„ÚÂ Á¯Â˜ ˙‡ ÂÚ˜È˘˘ ÌÈÚÏÂ· Ì˙Â‡Î

ø˙ÂÂÓÏ ÌÈÈÁ

 ‰„Â·ÚÏ ÒÁÈ· ÌÈÁ˙Ù ÌÈÓ˘‰ ÆÈÂ¯ÈÚ-¯ÙÎ ·Á¯Ó ÍÂ˙· ÁÂÁ˘ ÛÂ‚  ‰‡¯ ¥∂  ’ÓÚ  ËÚÓÎ ‰„Â·Ú·

 ¯ÈÊÁÓ È˘Â‡‰ ÛÂ‚‰ Æ˙·¯˜˙Ó ‰¯ÚÒ Ï˘ ‰¯ÂÙ‡ ÔÈÚ ÈÂ‚ ÏÏ˘· Í‡ ¨ÌÈÈÓ‡ÈÒ‰ ÌÈÓÂ‡˙‰ ¨˙Ó„Â˜‰

 ¨Í¯„ ‰Ù ˘È ˙‡Ê ÏÎ·Â Æ‰„Â·Ú‰ „ˆ· Ì»È‡ ÁÈÏ·Ó ·Â˘Â ¨˙Â‡ÈˆÓ· Ì‚Ù ˘È ·Â˘ ÆÌÈÙ ¯ÒÁ Ë·Ó ÂÏ

 ¨¯ÈÚ-¯ÙÎ©  ˙ÂÙÒÂ  ˙ÂÈ¯‡È· ˙ÂÈ¯Â‚Ë˜ Ï˘ „¯ÙÂÓ ·Á¯Ó· ÔÂÈ„  Ï˘ È˙ÏÂ‡‚‰ ¯˘˜‰· ÌÈ¯ÈÎÓ Â‡Â

 ·Á¯Ó‰ ˙‡ ÁÈÎ‰Ï ÌÈˆÏ‡ Â‡ Í‡ ¨‰ÈÙ ˙‡ ‰Ï‚Ó ‰È‡ ‰ÓÂ‡¯Ë‰ Æ®¯ÙÚ Í¯„-‰„˘ ¨ÌÈÓ˘-‰Ó„‡

 ÔÂ˜Â˜‰ ÔÓ ¨ÔÂÈ¯È‰‰ ÔÓ Â· ˘È ÛÂ‚‰ Ï˘ ÒÓ¯ÂÙ¯Ù‰ ÆÂÈ˙ÂÈ·‰· ˙‚¯‡˙Ó‰ ˙ÂÈ¯‡È·‰ ÔÈ·Ï ‰È·˘

Æ¯·Ò‰ ‡ÏÂ ¨¯˘˜ Œ‰ Ú˜·È ÂÓÓ˘

 „ÏÂÁ  Ï˘  ‰ËÓ  ÈÙÏÎ  ‰¯ÈÙÁ  ˙ÓÒÓ‰  ¯ÙÚ  ˙ÈÏÂÏ˙  ‰˙Â‡  ˙‡  ‰ÏÈÎÓ  ≥μ  ’ÓÚ  ˙¯Ù¯ÙÁ  ‰„Â·Ú‰

 ‰Ó‚Â„ Æ‰ÙÂ¯È‡· ˜¯ ‡Ï‡ ¨Ï‡¯˘È· ‰ÈÂˆÓ ‰È‡ ”˙¯Ù¯ÙÁ”‰ ÈÎ ÔÈÈˆÏ ·Â˘Á Æ˙ÈÓÓÚ ÔÂ˘Ï· ”˙¯Ù¯ÙÁ”©

 È¯˜ÈÚ‰ Á˙ÙÓ‰ ‡È‰ ÂÊ  ‰„Â·Ú Æ®˙ÈÓÂ˜Ó ‰„Â·Ú· ÌÈÈÙÂ¯È‡  ÈÂ‰ÈÊ  ÈÚˆÓ‡ ÌÈ¯ˆÈÈÓ Â·˘ ÔÙÂ‡Ï ˙ÙÒÂ

 ”˙¯Ù¯ÙÁ”‰  ÆÔÎÂ˙Ó‰  È‡Ï˜Á‰  ·Á¯Ó‰  „‚Î  ˙‡ˆÂÈ‰  ˙ÂÚ·‚‰  ˙È‡¯  ‰ÊÎ¯Ó·  Æ¯Â‚  Ï˘  Â˙¯ÈˆÈÏ

 Ê‡Â ¨Â˙Â‡ ÔÓÒÏÂ ‰ÏÚÓÏ ¯ÈÈ˘‰ ˙‡ ˙ÂÏÚ‰Ï È„Î ‰ËÓÏ ˙„¯ÂÈ ‡È‰ Æ¯ÈÚÏ ¯ÙÎ ÔÈ· ‰˜ÂÏÁ‰ ÏÚ ˙¯Ú¯ÚÓ

 ÔË  ̃ÔÓÈÒ ˜  ̄‡Â‰ ¨”˙¯Ù¯ÙÁ”‰ Ï˙Î ¨ÏÚÓ ¯·ËˆÓ‰ ¨¯ÓÂÁ‰ ÆÂ¯„ÚÈ‰· ¯ˆÂ  ̆ÏÏÁ· ˜ÂÓÚ ¯ÙÁ˙‰ÏÂ ·Â˘Ï

 ‰‡ÈˆÂÓ ”˙¯Ù¯ÙÁ”‰ ÔÂ˘‡¯ ·Ï˘· Æ®‰Ï˘ Á˙ÂÙÓ‰ ‰¯ÈÙÁ‰ ¯˘ÂÎÏ ˙Â„Â‰ ˙¯ˆÂ‰© ‰˜ÂÓÚ‰ ‰¯‰ÓÏ

 ÌÈÈ˜Ú ÌÈÎÏÓ È¯·˜ Ì˙Â‡ ¨˙Â„ÈÓ¯ÈÙ‰ ˙‡ ¯ÎÊ‡Ó Ï˙‰ ÆÌÈÈÁ ‰ÓÈÙ ‰¯È„ÁÓÂ ‰ˆÂÁ‰ ‰ÈÈ¯ÂÙ ‰Ó„‡

 ˙Â¯˙ÒÂ  ˙ÂÎÂ¯‡ ˙Â¯‰Ó ‰ËÓ ÈÙÏÎ  ÂÒ„È‰Â  Â¯ÙÁ Í‡ ¨ÈËÒÈÓ ¯„Ò· ‰ÏÚÓ ÈÙÏÎ  ÔÂÂÈÎ‰ ˙‡ ÂÓÈÒ˘

 Ï˘ ¯·˜ Ï˘ ‚ÂÒ ‡È‰ ‰¯‰Ó‰ ±±ÆÌ˘Â ˙ÂÂÓ ÔÈÚÓÎ ”ÈËÈÏ‡È¯”‰ Æ˙ÂÂÓ‰ ¯Á‡Ï ÌÈÈÁ ¯˘Ù‡Ï È„Î ‰·¯‰·

 ‡Ó˘ Â‡ ¨‰ÓÂ„¯ ¨˙Ó˘Â ‰ËÓÏ ”˙¯Ù¯ÙÁ”‰ Ì‡ ËÈÏÁ‰Ï ‰˘˜˙Ó ÂÏ˘ ˙ÂÈ·ÈË˜ÈÈ·ÂÒ‰˘ ÌÂ˘Ó ¨˙Ó-ÈÁ

 Æ‰ÓÂ‡¯Ë‰ ˙Â‡ˆÓÈ‰ ˙„·ÂÚ ˙ÂÚˆÓ‡· Ì‚ ˙¯·ÒÂÓ ‰ËÓ ÈÙÏÎ ‰ÈÈ·‰ Æ‰˙·˘ ÔÈÈ·‰ ˙Á˙ ‰¯Â·˜ ‡È‰

 ‰ÁÈÓ ¯Â‚ Ï˘ ‰˘„Ú‰ ÆÌÈÙ ˙¯ÒÁ ‡È‰ ÆÂÈÈÚ· Ë·Ó ¯È˘È‰ÏÓ ‰ÓˆÚ ÏÚ ‰‚ÓÂ ˙¯ÙÁ˙Ó ‰ÓÂ‡¯Ë‰

 Ï˘ ÏÏÁ‰ ˙Â‡ˆÓÈ‰ ÏÚ „ÂÓÏÏ ÂÈÏÚ ÆÌÈÚ„ÂÈ ÂÈ‡ Â˜ÓÂÚ ˙‡˘ Ï„‚Ó ‡È‰ ‰˙¯‰Ó ÆÌÂÏÈˆ‰ ÊÎ¯Ó· ‰˙Â‡

 ÈÙÏÎ≠‰ÏÚÓÂ ÌÈÓ˘‰ ÈÙÏÎ ≠ ‰ËÓ ‰ÈÈ·‰ Ï  ̆‰¯ÓÂÈÏ ÒÁÈ· Â˙Ú„ ˙‡ ÂÁÈÈ  ̆ÌÈ¯˘˜‰ ‡ÂˆÓÏÂ ”˙¯Ù¯ÙÁ”‰

 Ì‚Â ¨‰„Â·Ú‰ ÊÎ¯Ó· ËÚÓÎ ¯·ÒÂÓ ÂÈ‡ ÛÂ‚ È˜ÏÁ Ï˘ ÒÓ¯ÂÙ¯Ù Â˙Â‡ Æ‰˙ÏÈÁÓ ‰ÏÚÓ· ÂÏ˘ ÒÂÙÈË‰

 ÏÏÂÁ˙ÓÏ ˙ÂÈÓÈÂËÓ ˜¯ Ô˙ÂÓ„Â ¨‰ËÓ ÈÙÏÎ ˙ÂÈÂ· Ô‰ ªÁ˙ÙÓ „Â˜ ‰˙Ú Ï·˜Ó ‡Â‰ ÌÈÈÓ‡ÈÒ ÌÈÓÂ‡˙·

 ÌÈÏÂÎÈ  ÂÈ‡  ËÚÓÎÂ  ¨ÌÈ„·Â‡  ÌÈ¯ÂÙ‡-ÌÈ˜Â¯È‰  ÌÈÈ¯ÂÙ‡ËÓ‰  ÌÈÓ˘‰  È„Î·  ‡Ï  ÆÔÂ¯ÎÈÊ‰  ÔÂÁ¯˜  ˜ÓÂÚ·

 ÊÎ¯Ó· „ÈÓÚÓ ¯Â‚ Æ¯Á‡‰ ‰„ˆ Ï‡ ‰„Â·Ú‰ ˙¯‚ÒÓ Ï˘ „Á‡ „ˆÓ ÔÈÈÓÂ„Ó ˜ÙÂ‡ Ï˘ ˙ÂÚ¯˙˘‰ ÁÈ‰Ï

 ¯„ÚÈ‰‰ Ï‡ Ë·Ó· ÌÈÈÂˆÓ ÌÈÓ˘‰ Æ˙È‰ÂÏ‡‰ ‰Ó„‡‰ ˙ÂÈ˙Á˙ ÍÂ˙ Ï‡ ‰˙ÂÓ˙ È· Ï˘ ÌÚÒÓ ˙‡ ÔÂÈ„‰

 ÛÂ‚· ÚÈÙÂÓ ˙Ó‰ Æ˙ÓÎ ‰Ó„‡‰ ÍÂ˙· ¯¯Â‚˙Ó ÈÁ‰ ÆÌÈÓ˘‰ ‡ÏÂ ¨Ú¯˜È˙ ‰˘·È‰ ÆÚ˜¯˜‰ È·‚¯· ÔÂÓË‰

 ‰ÓÂ  ø”¯Ê‰”  ÍÂ˙ Ï‡ ¯·ÚÓ‰Â  ”¯ÎÂÓ‰”  ¯ÂÚ¯Ú Ï˘ ¯ÈÁÓ‰ Â‰Ó Í‡ Æ˙ÂÈÂ‰Ê‰ ÈÙÂÏÈÁ Ï·¯˜ Ï˘ „Â˜È¯Î

 ˙ÂÓ‡· È·ÈÒ˜ÏÙ¯ ÈÓÈÙ ÔÂÈ„ Ì‚ Â‰Ê ø‰ÎÒÓ‰ ˙‡ ¯ÈÒ‰Ï ÌÈˆÂ¯ ÌÈ‡˘ ˙ÂÁÂÎ‰ ÔÈ· ·¯˜‰ ÌÂÈÒ· ‰¯˜È

 ÈËÒÈ·ÈËÈÊÂÙ ÍÓÒÓÎ ÌÂÏÈˆ‰ ˙ÚË Ï  ̆ÈÓÂ  ̃ÏÂËÈ·· ¨˜Ê·‰‰ ˜¯· ˙ÂÓ‡ ˙‚˘Ó‰ Ï  ̆˙Â¯˘Ù‡· ¨ÌÂÏÈˆ‰

 ÔÈ·˘ ‚ÂÏ‡È„· ‰ÂÓË‰ ˙È˙¯·Á‰ ‰ÈÈ·‰‰ ˙‡Â ®ËÒ˜ËÂ˜© ¯˘˜‰‰ ˙ÂÈˆ·Â˜ ˙‡ ÔÈ·‰Ï ÈÏ·Ó ¨®ËÒ˜Ë©

ÆÌÏˆ‰Â ‰„Â·Ú‰ ¨‰ÙÂˆ‰ È·Á¯Ó

 ÌÈÙÂ˘Á  Â‡  ÆÁÂÙÓ  Â„È·  ‡˘Â‰  ÏÒ¯Â„Î  ˘¯‚Ó·  Ì„‡·  ÌÈÂ·˙Ó  Â‡ ±μ∂  ’ÓÚ  ËÈÈ‚ÈÂ  ÔÂÎÓ  ‰„Â·Ú·

 Ï˘ ·Î¯ÂÓ‰ È‚ÂÏÂÎÈÒÙ‰ ‰·Ó‰ ÍÂ˙· ®˙¯Ù¯ÙÁ‰ ˙„Â·ÚÎ© ¯ÙÂÁ‰ ¨ÈËÈÏ‡È¯‰ ÏÚ ÂÏ˘ Ì„Â˜‰ Ú„ÈÏ ¯·Î

 ¯Ú˘‰ Æ‰ÓÂ‡¯Ë· ËÈ·‰Ï ÌÈ˘ÂÁ‰ Ï˘ Ì˙ÏÂÎÈ-È‡ ˙‡ ÂÈÙ· Û˘ÂÁ‰ ¨È‡˙ÈÓÂ¯Ù „Ï®Â©Á Â‰Ê Æ‰ÓÂ‡¯Ë‰

 ˙‡ ÂÎÙ‰ ¨ÌÈÈÓ‡ÈÒ‰ ÌÈÓÂ‡˙‰ ‰„Â·Ú· ÂË·Ó ˙‡ ÂÈÈÙ œ‡˘ ÌÈ‚¯ÂÒ‰ Æ‰„Â·Ú‰ Ï˘ ÈÓÈ‰ ‰„œ̂ · Á˙Ù

 ‰˘ÚÓÓ ÌÈÈÂ˘Ú ¯ÙÈˆÂÏ ÈÕ·»¯ΔŸÎ ¨ÌÈ‡Ù¯ ¨ÌÈÏÏˆ‰ Í‡ Æ‰ÁÂÂ¯Ï ÚÂ¯˜ ¯Ú˘‰Â ¨˘¯‚Ó‰ ÍÂ˙· Â‡ ‰‰Â ¨ÌÂÂÈÎ

 ÂËÂ˘Ù ¨Û¯˘È‰Ï „ÓÂÚ ÌÂÏˆ˙‰ ÆÌÈÒÎ˙ÓÂ ÌÈÎÏÂ‰ ¨®ÏÒ‰ ˙˘¯Ï ¯Â„Î ˙ÒÎ‰© ÌÂÈÓÂÈ‰ Ë¯ÂÙÒ ˜Á˘Ó

 ¯‡˘È‰Ï Â˙ÏÂÎÈ· Æ‰ÏÂ„‚‰ ‰Ù¯˘Ï ÏÂÎÈ  ÂÈ‡ ÈÏÂ‡Â ¨ÂÓˆÚ ˙‡ ˜ÁÂÓ ÂÓˆÚ ÁÂÙÓ‰˘ Ì‚ ‰Ó ¨ÂÚÓ˘ÓÎ

 ¯˙ÂÓ˘ ¨¯ÂÒ‡ ˜Á˘Ó Â‰Ê Æ˘¯‚Ó· ®Ì„‡‰© ÛÂ‚Ï ˙Á˙Ó ¯ˆÂ‰ ¯„ÚÈ‰‰ Â‰ÓÂ ÏÏÁ‰ Â‰Ó ÔÈ·‰Ï ˙ÂÒÏÂ

Æ‰‡ÈˆÈ‰ ¯Ú˘ ÔÓ ÌÈ˜ÂÁ¯ Â‡ Í‡ ¨ÂÓÓ ˙‡ˆÏ

 Í‡ ¨ÔÓÊ Ï˘ ÈÎ‡ ÁÂÂË· ÈÂˆÓ‰ ¨˙ÂÓ„˜˙‰‰ Ï‡ ¨‰¯„ÂÓ‰ Ï‡ Ë·Ó Â˙Â‡Î ‰ÓÈ„˜ ˙ÂÎÏÂ‰ ÌÈ˘‰

 È·Á¯Ó‰ ÔÂÎÈÓ‰ Æ˙Â˜ÂÈ˙‰ ˙ÂÏ‚Ú ÍÂ˙· ¯˙˙ÒÓ‰ ‡Â‰ „È˙Ú‰ ÆÚ„È‰ ˙ÂÁ˙Ù˙‰ Ï˘ È·ÁÂ¯ Ï»È ΔœÎ· Ì‚

 ˙‡ ÔÁ· ‰·‰ ø‰ÈÊËÙÏ ÍÙÂ‰ ‡Â‰˘Î ‰ÈÈÁ ˘¯‚Ó Â‰Ó Æ‰Ò¯‰ÓÎÂ ˙Â˘Â‡‰ ‡¯Â·Î Ì˜Ó˙Ó ®È¯·‚‰©

 ˙ÂÈÂÎÓ ˘ÂÏ˘ ¨¯Ó˙ ÈˆÚ È˘ ¨ÌÈ˘  È˙˘ ¨„Á‡ Ï„‚Ó ∫‰ÈÈÁ‰ ˘¯‚Ó ÏÂÓ Ï‡ ‰ÓÊËÙ‰ Ô»È ŸÓœ„  È·ÈÎ¯Ó

 ÔÓÊ‰ ÔÂÚ˘ ÈÎ ÂÏ ÌÈ¯ÂÓ ‰·È·Ò‰ ÏÂÙ¯œÚÂ ˙Â˜ÂÈ˙‰ ˙ÂÏ‚Ú·Â ÌÈ˘· ˙˘‚„ÂÓ ˙Â„˜Ó˙‰ ÆÌÈÈÏ‚¯ ˘ÂÏ˘Â

 ·Èˆ‰˘ ‰Ï‡ Ï˘ Ô˙Ú˘ ˙ÏÊÂ‡ ÈÎÂ ¨„Â˜ÈÓÓ ÌÂÏˆ˙‰ ˙‡ ‡ÈˆÂ‰Ï ÂÏÁ‰ ¯·Î È·Á¯Ó‰ ÔÓÊ‰ ÔÂÚ˘Â ÈÎ‡‰

 Â˙ÚÙÂ‰ ˙ÂÓ„· ˘„Á˙È ‡Ó˘ Â‡ ¨Âˆ œ̃  Ï‡ ÚÈ‚È ˙Â˜ÂÈ˙‰ ˙ÂÏ‚Ú· ÔÂÓË‰ „È˙Ú‰ Ì‡ ÌÈÚ„ÂÈ ÂÈ‡ ÆÂÊÎ¯Ó·

Æ‰˜ÒËÂ¯‚‰ ÛÂÒ· ®deus ex machina© ‰ÂÎÓ‰ ÍÂ˙Ó Ï Õ‡ Â˙Â‡ Ï˘

 ÏÙ¯ÂÚÓ ‰È‰ Ú‚  ̄ÈÙÏ Í‡  ̆¨˘ÏÂ˘Ó‰ ÔÂÓÈÒÂ ¨‰ÈÈÁ‰ ˘¯‚Ó Ï‡ Ì»È œ‡‰ ÚÈ‚Ó ±∑≤ ’ÓÚ ˙ÂÁÙ˘Ó ‰„Â·Ú·

 ‰ÈˆÏÙ¯ËÈ‡·  ¯·‚‰  ÆÌÈ˘  ˘ÂÏ˘  ÏÂÓ  Ï‡  ÌÈÁÈ‚Ó  ÌÈÒÂËÓ  ‰˘ÂÏ˘  Æ¯˙ÂÈ  ¯Â¯·  ÏÓÂÒÓÏ  ÍÙÂ‰  ¨Â‰˘Ó

 ÏÈ·˘‰ Æ˙È¯˘Ù‡-È˙Ï·‰ ˙È‚ÂÊ‰ ‰Ï‡˘· ÔÂÓË‰ Ò˜Â„¯Ù Â˙Â‡ Ï‡ Â˙Â‡ ‰¯ÈÊÁÓ Â˙ÚÙÂ‰ ±∞ÆÔ˙Â‡ Ê¯ÊÓ

 ÌÈ˘‰ Ï˘ Ô˙ÂÚ„ÂÓ È‡ Æ˙Â¯„˜Â È‡Èˆ-¯ÂÙ‡ ÌÈˆÈÙÓ‰ ÌÈÓ˘‰ ÏÂÓ Ï‡ ‰ÂÂ˜˙ ¯È˙ÂÓ ¨ÔÀ·ÀÏ Â„ÂÚ ÔÏÂÓÏ

 ÌÈÈÁ‰  ÔÂÎ˙·  ”˙È¯˘Ù‡  È˙Ï·”  ‰„·ÂÚÎ  ÍÂÈÁ  ‰ÏÚÓ  Ì‚  „··  „·Â  ¨‡¯ÂÓ  ‰ÏÈËÓ  ÌÈÒÂËÓ‰  ˙ÈÈ˘ÈÏ˘Ï

ø‚‚ÂÙ˙˙ ‡È‰ Ô‡Ï Í‡ Æ‰„Â·ÚÏ ıÂÁÓ Ï‡ ÂÚÂÈ ÌÈÈÁ‰Â ¨Û„˙˙ ‰ÂÓ˙‰ Ú‚¯ „ÂÚ ÆÛ¯ÂÚ· ÌÈÈ‚¯Â·-¯ÈÚÊ‰

 ¨ÌÈÁ„˜‡  È¯È·  ˙Ó‡˙Ó  ‰ÏÓ¯  ‡ÏÎÓ  ÌÈ¯‰ÂÒ  ˙ˆÂ·˜  ˙È‡¯  ¥∞  ’ÓÚ  ÌÈÓ‡˙Ó  ÌÈ¯‰ÂÒ  ‰„Â·Ú·

 ˘¯‚Ó Â˙Â‡ ‡Â‰ ·Á¯Ó‰ Æ®˙Â¯ÈÏ ˙ÏÂÎÈ È¯ÒÁ ÌÈÁ„˜‡· ÌÈÊÁÂ‡‰ ÌÈˆÈÏÎ© ÌÂ„‡ ˜˜Ù· ÌÈÓÂË‡ Ì‰È˜˘

 ‰· È˙Ï·‰ ¯ÂÙÈÒ‰ ˙‡ ¯È·ÒÓ‰ ≠ ’Í˙È· ‰·’ Ë˜ÈÂ¯Ù ≠ Ú˜¯· ÆÔ„Ú Ô‚ ˙‡ ÛÈÏÁ‰˘ ÈÓÂ‰È‚ ÏÓÒ ¨‰ÈÈÁ

 ËÂÓ˘ „˜ÙÓ‰ ÔÈ·Ï ¨‰ÚÂ„È È˙Ï· ‰Ù˘· ¨˙ÚÓ˘ÂÓÓ‰ ‰ˆÂ·˜‰ ÔÈ· ‚ÂÏ‡È„‰ Æ˙ÓÈÈ‡Ó ‰„ÈÁÈ ‰˙Â‡ Ï˘

 Æ¯·‚‰  Ï˘  ‰ÈˆÏÙ¯ËÈ‡‰  ÔÈ·Ï  ÌÈ˘‰  ˘ÂÏ˘  ÔÈ·  ˙ÂÁÙ˘Ó  ‰„Â·Ú·  ‚ÂÏ‡È„‰  ˙‡  ÂÏ  ¯ÈÎÊÓ  ÌÈÈ˙Ù˘‰

 ≠ ÌÈÓ˘‰ Æ’ÔÈÈË˘¯˜‡’ È·Ï Ï˘ ‰ÓÂ„‡ ‰Î¯„Ó ‰˙Â‡ ˙ÂÓ„· ¨‰„Â·Ú‰ ˙È˙Á˙· ‡˜ÂÂ„ ÈÂˆÓ ¯ÂÒ‡‰ ÏÂ·‚‰

 ÌÏÂ‡ ÆËÏÙÒ‡‰ ˙Á˙ ‰¯ÈÙÁÏ ˙˙È È˙Ï·‰ ‰ÓÂ‡¯Ë‰ Ï˘Â ¯ÂÒ‡‰ Ï˘ ÂÎ˘Ó‰ Â‰Ê Æ‰¯ÈÁ˘Ó ‰¯ÈÂÂ‡·

 ‰„˜ÙÓÂ Ú„ÂÓÏ ‰ÓÂ‡¯Ë‰ Ï˘ ‰˙‡ÏÚ‰ ÏÚ ‰‚Ó‰ ”È˘Ù  ÔÂÁËÈ·” ˙„ÈÁÈ  ‰˙Â‡ ‡Â‰ ÈÊÎ¯Ó‰ ÚÙÂÓ‰

 ÔÈ·  ÁÂÂ¯  Â˙Â‡ Â‰Ê  Æ‰ÏÂÚÙ‰ ˙ÓÈ¯ÙÏ ˙Â¯˘Ù‡ Ì‚  ‡Â‰ Ì‰ÈÈ·  ˘¯ÂÙÓ È˙Ï·‰ ¯Â·È„‰ ÔÙÂ‡ ÆÈÓÈÂ‡‰

 ˙Ï¯ËÂÓ ˙ÈÊÁ È‰ÂÊ Í‡ ¨Û¯ÂÚÏ ‰ÒÎ ˙ÈÊÁ‰ ¨‰ÈÈÁ‰ ˘¯‚Ó Ï‡ ‰¯„Á ‰„ÈÁÈ‰ Æ‰„ÈÁÈ‰ ÔÈ·Ï „˜ÙÓ‰

Æ˙ÎÁÂ‚Ó ÂÏÈÙ‡Â ˙ÂÓÈÏ‡Ó

 Â‡  Ô‡Î  Æ”ÒÂÓÒÂ˜”  ËÏ˘  ÒÒÂ˙Ó  ‰ÈÏÚÓÂ  ¨ÔŒ·¿·  ˙ÏÙ¯ÂÚÓ  ¯ÎÈÎ  ˙È‡¯  ±μ¥  ’ÓÚ  ÒÂÓÒÂ˜  ‰„Â·Ú·

 ¨ÒÂÓÒÂ˜‰ Æ„È‡‰ ·Á¯Ó ÍÂ˙ Ï‡ ¨Â‚‡-¯ÙÂÒ‰ ÔÓ ¯·ÚÓ ¨ÈÂ¯ÈÚ‰ ·Á¯Ó‰ ÔÓ ¯·ÚÓ‰ ÈÙÏ˘ Ú‚¯· ÌÈÈÁ·Ó

 Ú„Ó  Ï˘  Â‡  ¨ÈË„ˆÒ¯Ë  ÔÂˆÈÁ  ÏÏÁ  Ï˘  ˙Â¯˘Ù‡  ÏÚ  ‰ÈÂ¯È‡·  „‰„‰Ó  ¨·Á¯Ó‰  Ï˘  ·‡‰  Ì˘Î

 ˙ÂÚÓ˘Ó ‰ÓÂÏ‚ ”ÒÂÓÒÂ˜”· Í‡ ÆÂÈÎ¯ˆÏ ”ÒÂÓÒÂ˜” ÈÂÂÈ‰ ÁÂÓ‰ ˙‡ ÏËÂ ÌÊÈÏËÈÙ˜‰ ÆÁÂÂ¯-˙ÂÂÎ-‡ÏÏ

 ‰ÈÏÚÓ  ÂÁÓÈÈ˘  ÌÈ·Ï  ÌÈÏÈÙ¯Ú·  ‰ÒÂÎÓ  ¯·Î  ¯ÎÈÎ‰  ÆÒÂÎÈÏ  ˙˙È  ‰È‡˘  ¨˙ÈÙÂÒÂÏÈÙÂ  ˙È‚ÂÏÂ‡È˙

 ÈÙÏ  ˙Á˙Ó  ˙¯¯Â‚˙Ó‰  ‰ÈÁ‰  ˙‡  ÂÈÙ·  ÂÙ˘ÁÈÂ  ¨˙¯„ÒÓ‰  ‰˙ÈÏÎ˙  ˙‡Â  ËÏÙÒ‡‰  ˙‡  ¨˜Â¯È‰  ˙‡

 ¨È˘‰ ˜ÏÁ· ÔÂ„‡ Â·˘© ˙¯Ù¯ÙÁ Ï˙Ï ‰˙ÎÈÙ‰ÏÂ ¯ÎÈÎ‰ ˙¯Ò‰Ï ÚÒÓ‰ Í‡ ÆÏÚÓ Ì‚Â ÂÎÂ˙· ¨‰Ó„‡‰

 Ï˘ ‰Ê Ï‡ È¯„ÂÓ‰ ÈËÒÈÏËÈÙ˜‰ ÒÂÓÒÂ˜‰ ÔÓ ‰‡ÈÒÈ„Â‡‰ ÆÂ¯ÈÁÓ ˙‡ ‰·‚È ®˙¯Ù¯ÙÁ ‰„Â·ÚÏ ¯˘˜‰·

 Æ®Uncanny© ¯ÊÏ ®Canny© ¯ÎÂÓ‰ ˙‡ ÍÂÙ‰˙ ˙ÈÂÂÈ‰ ‰È‚ÂÏÂ‡È˙‰
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 ‰ÏÈËÓ  ‡È‰  Í‡  ¨È˙¯Â˜È·‰  „ÓÓ‰  ˙‡  ˙Â„Â·Ú‰  ÔÓ  ÏÂËÈÏ  ˙˘˜·Ó  ‰È‡  ‰Ê  ÔÂÈÚ¯  Ï˘  ‰Ó˘‰  Æ®˜ÁÂˆ

 ¨¯ÂÓ‡Î ¨‰ÂÓË ÍÎÏ ˙Â·ÈÒ‰ ˙Á‡ ÆÈÂˆÓ ‡Â‰ Â·˘ ·ˆÓ‰ ˙‡ Â˙ÂÏÏÎ· ˘ÂÙ˙Ï Ì„‡‰ Ï˘ Â˙ÏÂÎÈ· ˜ÙÒ

ÆÈÏ‚ÚÓ ÔÙÂ‡· ‰ÈÏÚ ÌÈ‚Ó‰ ˙ÂÁÂÎ·Â ‰ÓÂ‡¯Ë·

 ÔÈ·  ˜Â˙È  ∫˙ÂÈ¯‡È·  ÏÚ  ‰ÈÂ·  ˙Â‡ÈˆÓ‰  Â·˘  ÔÙÂ‡·  ÌÈ˜ÒÂÚ  Â‡  È”Î˙‰  ËÒ˜Ë‰  ˙¯ÈÒÓ  Ú‚¯Ó

 ıŒ̄ À‡ À‰ŸÂ ÆıŒ̄ À‡ À‰ ˙ Õ‡ŸÂ ÌœÈ ÃÓ Àg Ã‰ ˙Õ‡ ÌÈ œ‰¿¤‡ ‡À̄ Àa ¨˙È œ÷‡Ȭ Ÿa” ∫ÌÈ‰ÂÏ‡ ÁÂ  ̄ÔÈ·Ï Â‰Â·Â Â‰Â  ̇ÔÈ· „Â‚È ¨ı¯‡Ï ÌÈÓ˘

 Â‰Â˙Ï Æ®’‚≠’‡ ¨’‡ ˙È˘‡¯·© ”ÌœÈ Àn Ã‰ ÈÕ Ÿt-ÏÃÚ  ˙ŒÙ ŒÁÃ̄ ŸÓ  ÌÈ œ‰¿¤‡ ÃÁ» Ÿ̄Â  ªÌ«‰ Ÿ̇  ÈÕ Ÿt-ÏÃÚ  _ Œ÷›ÁŸÂ  ¨»‰›·ÀÂ  »‰›˙ ‰ À̇ Ÿ È À‰

 Ì‰ÈÏÚÓ  ‰ÈÂˆÓ  ‡È‰  ÆÌÈÓ·  ‰ÊÈÁ‡  ÔÈ‡  ÌÈ‰ÂÏ‡  ÁÂ¯Ï  ÆÌÂ‰˙  ÈÙ  ˙ÏÚ·  ˙Â˘ÈÎ  ¨˙ÂÓ„Î  ÌÈÈÁ  ˘È  Â‰Â·Â

 ·ÂÏÈ˘ ‡Â‰ ¯Â‚ Ï˘ Â˙„Â·Ú· ˙Â‰Ï·‰ ¯Â‡ ÆÈÂˆÈÁ ¯‡˙ œÓÎÂ Â˜Î Ì˙Â‡ ‰ÙÈ˜Ó ¨‰ÎÂ˙· Ì˙Â‡ ˙Ù˜˘ÓÂ
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 ˙¯Á‡ ˙Â‡¯Ï ∫¯»aÈœ„ ŸÓÈœ Àt ¨ÔÚÎ È‚Á Æ∂
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 Â‡¯ ¨Ï·¯˜‰ ‚˘ÂÓ ÁÂ˙ÈÙÏ Æπ

 Mikhail ∫‰Ï·¯ ÏÚ ÔÈËÁ· Ï˘ Â¯Ó‡Ó

 Mikhaĭlovich Bakhtin, Rabelais and

 His World, trans. Helene Iswolsky

(Bloomington: Indiana Press¨1984)Æ
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Æ≤∞ ’ÓÚ ¨®≤∞∞∏ ¨Ô„ÂÓ ∫·È·‡ Ï˙©

 Slavoj Žižek, The Fragile Æ≤

 Absolute – or, why is the Christian

 legacy worth fighting for
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˙ÂÓ‡Ï ·È·‡ Ï˙ ÔÂ‡ÈÊÂÓ

מנכ”ל ואוצר ראשי: פרופ’ מרדכי עומר

אבי גנור
RealityTrauma

≤∞±± ÈÂÈ ≠ ı¯Ó

Ë¯ÂÙÙ¯ ÍÂ¯·Â ˙Â¯ ˘”Ú ÏÂÒÈÙÏ ‰È¯Ï‚‰

תערוכה
Ô¯Â‚ ÈÏÈ ∫˙¯ˆÂ‡

‰¯ÈÓÒ Ê¯ ∫‰˘Ó ˙¯ˆÂ‡

˙ÂÎÈ‡ ˙ÒÙ„‰ ÔÈ¯ÙÏ‰ ∫˙ÂÒÙ„‰

ÌÈÈÁ ˙Ú·‚ ıÂ·È˜ ¨‰„Ë ∫¯Â‚ÒÓ

È·Â‡¯ ÏÈÈ‡ ∫‰ÈÈÏ˙

ÌÂÏ·ÈÈÂ ÏÈÈ‡ ¨È‡·‚ ¯Â‡ÈÏ ¨Ô‡È‚‡ ¯Â‡ ∫‰¯Â‡˙

קטלוג
Ô¯Â‚ ÈÏÈ ∫‰ÎÈ¯Ú

·›„ ˙ÈÓÂÏ˘ ∫‰˜Ù‰Â ·ÂˆÈÚ

®±¥≤≠μπ ’ÓÚ© ÒÂ‡¯Ë˘-¯Ï„‡ Ï‚ÈÒ ¨È˜Ò·ÂÒ˜ ‰È¯„ ∫˙È¯·Ú ‰ÎÈ¯Ú

®±¥≤≠μπ ’ÓÚ© ÔÓ¯‰ „Â„ ¨È˜Ò·ÂÒ˜ ‰È¯„ ∫˙ÈÏ‚‡Ï ÌÂ‚¯˙

Ò˜ÂÙ ¯Ó˙ ∫˙ÈÏ‚‡ ‰ÎÈ¯Ú

Ó”Ú· Æ·Æ‡ ËÒÙÂ‡ ∫‰ÒÙ„‰Â ÒÂÙ„-Ì„˜

ÌÈÏ˘Â¯È ¨¯˙Î ÒÂÙ„ ∫‰ÎÈ¯Î

±Ø≤∞±± ’Ë˜ ¨˙ÂÓ‡Ï ·È·‡ Ï˙ ÔÂ‡ÈÊÂÓ ¨≤∞±±©
π∑∏≠π∂μ≠μ≥π≠∞≤∂≠± ·”˙ÒÓ
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RealityTrauma (part I)

עבודות מוקדמות

RealityTrauma (part II)
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